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ABSTRACT
The baryton*s reputation has relied, almost exclusively, 
upon the works written for the instrument by Joseph 
Haydn. Consequently the majority of research has dwelt 
upon Haydn and Esterh&za. Thus the only published bary­
ton music consists of Haydn and Tomasini. Scholars have 
neglected the development of the instrument with the re­
sult that documentation was restricted to the Esterhazy 
composers.
Hence the aim of this thesis is to provide a comprehensive 
survey of the baryton and its music. The first stage in­
volved the assembly of a comprehensive catalogue of ex­
tant instruments and of manuscripts providing the primary 
source material for the discussion of the origins and 
development of the instrument. From the latter a thematic 
index was compiled together with a representative collect­
ion of baryton music. These and other transcriptions were 
studied with particular reference to the problems they 
posed.
In addition to fulfilling these aims, further discoveries 
were made. The positive identification of the Leningrad 
tablatures as works for the baryton establishes, the exist­
ence of the instrument in l6l4 which predates previous re­
search by some 30 years. The study of the Kassel Collection 
revealed some hitherto unknown concordances with contemporary 
Viola da Gamba literature.
Finally, in evaluating the historical perspective of the 
baryton, a new picture emerges of a gamba-type instrument, 
with a predominantly solo, even virtuosic style. It reached 
its peak of development in the baroque period and gradually 
declined as it failed to compete on equal terms with the 
violin family. This led! to rapid change as makers modified 
its structure and hence its playing technique.
Although Haydn*s music stands out as technically superior 
to any other written for the baryton, he was, by the late 
eighteenth century, writing for an instrument which had com­
promised itself and was soon to become virtually extinct.
FIRST p a r t : THE INSTRUMENT
1
THE STRUCTURE OF THE BARYTON
A dictionary definition of the bai’yton is difficult if not 
impossible, for the baryton is an elusive instrument. In 
an attempt to retain its rather limited popularity, the 
baryton constantly changed in order to keep abreast with 
the development of the violin family. The extant instru­
ments broadly fall into two distinct categories, baroque 
and classical, each group showing distinctive character­
istics. However there are some features of its structure 
which are common to both forms, and these are due to the 
fact that the baryton started its life as a member of the 
Viola da Gamba family. They are:
i) same shape and general size as the bass viola da
gamba
ii) flat back
iii ) lateral pegs
iv) six bowed strings (va^ing in number from four to
seven but normally six)
v ) gut frets (less common on instruments after 1700)
The feature that set the baryton apart from the viola da 
gamba, and indeed made it such a unique and distinctive 
instrument, was its second set of stilings (the lower manual) 
which was positioned behind the fingerboard and plucked by 
the thumb of the left hand from the rear through an opening 
in the neck. These strings had a dual purpose, for, unlike 
the additional set of strings on the viola d*amore which 
enrich the tone of the bowed strings by sympathetic vibra­
tion, on the baryton their primary and unique function is 
to provide a bass line for the bowed strings. Their sym­
pathetic vibration is only of secondary importance.
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2 . CATALOGUE OF EXTANT BARYTONS
Listing only those instruments -which have been located 
and about which detailed information and/or photographs 
have been obtained."**
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1. MAKER : MAGNUS FELDLEN
DATE OF INSTRUMENT : 16^7
PLACE OF ORIGIN : VIENNA, AUSTRIA
PRESENT LOCATION : ROYAL COLLEGE OF MUSIC, LONDON
DESCRIPTION : This instrument is believed to be the
earliest extant example of the baryton.
It originally had nine sympathetic 
strings to which four more were later 
added in between the five lowest strings, 
resting in front of the neck. Origin­
ally it had frets, as the fingerboard is 
separated from the rest of the neck by a 
narrow gap to permit the tying of the gut
A printed label inside reads:
MAGNUS FELDLEN HOF 
LAUTEN UND GEIGEN 
MACHER IN T/IEN 1647
DIMENSIONS : Length of body
Uidth of bouts : upper
lower
Depth of ribs
Length of sympathetic strings
highest
lowest
Length of vibrating strings
String arrangement
64.6cm 
31.4cm 
38.2cm 
11.4cm
67.3cm 
74.0cm 
c70.Ocm
6 •> 13(9)
5
Plate 1
MAKER : JACOB STEINER (STAINER)
DATE OF INSTRUMENT : 16^7
PLACE OF ORIGIN : ABSAM near INNSBRUCK in the TYROL
PRESENT LOCATION : GERMANISCHE3 NATIONALMUSEUM,
NUREMBERG M I .7
DESCRIPTION : The body of this instrument is similar 
in shape to that of the South German 
Yiole da Gamba. There are double sound 
holes in the shape of flames and an in­
laid rosette beneath the lower end of 
the fingerboard. The bridge, neck and 
tailpiece were replaced during the late 
eighteenth century. The neck and peg- 
box are surmounted by a pair of heads, a 
boy and girl encircled by snakes.
The curator states that the instrument 
is not by Steiner. The body is probably 
from the end of the seventeenth century; 
all the rest of the instrument is from 
the second half of the eighteenth century
The instrument bears a handwritten label 
which reads:
JACOBUS STEINER IN ABSAM 
1647 (or 1667)
PROPE OENIPONTUM
DIMENSIONS : Total length 
Length of body 
Uidth of bouts - upper
middle 
lower
Depth of ribs 
Length of sympathetic strings 68.5 - 90•Ocm 
Length of vibrating string 6 5 , 5cm
String arrangement 6 + 18
15 0 . Ocm 
61 . 5cm 
30 . Ocm 
23 . Ocm 
3 7 .5 c m  
8 . 7  -  1 2 .5 c m
plate 2
3- MAKER : MAGNUS FELDLEN
DATE OF INSTRUMENT : c1630
PLACE OF ORIGIN : VIENNA, AUSTRIA
PRESENT LOCATION : KUNSTHISTORISCHES MUSEUM, VIENNA INV.-W
DESCRIPTION : There are six pegs at the lover end of 
the pegbox to which the playing strings 
are attached. A small nut at the base 
of the pegbox has thirteen tuning nails 
for the metal strings. At the upper end 
of the pegbox there is a flat surface.
On the belly are pairs of sound holes in 
the form of snakes. There are traces of 
seven gut frets on the fingerboard. The 
neck is completely open at the back.
The instrument bears the inscription:
MAGNUS FELDLEN
DIMENSIONS Total length 
Uidth of lover bout 
Depth of ribs 
String arrangement
122.0cm 
37.0cm 
12.Ocm
6 + 1 3
7
plat© 3
4 . MAKER : ANDREAS STAINER
DATE OF INSTRUMENT : CI65O
PLACE OF ORIGIN : ABSAM near INNSBRUCK in the TIROL
PRESENT LOCATION : DESTROYED IN WORLD WAR TWO
DESCRIPTION : This instrument was one of two barytons 
in the Esterhazy collection. It has 
been regarded as the work of Jacob
1 #
Stainer but according to Greilsamer
it 2 ,
and Lutgendorff * it was made not by 
Jacob but by Andreas Stainer who is not 
known to have made any other instru­
ments.
1• Lucien Greilsamer - "Le Baryton du Prince Esterhazy" 
S.I.M. Revue Musicale Mensuelle I (1 9 1 0) P* 45-56
2. Willibald Leo von Lutgendorff - Die Geigen und 
Lautenmacher vom Mittelatter bis zur Gegenwart.
2 vols. Frankfurt A.M.Heinrich Keller, 1913
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5. MAKER : JOANNES SEELOS
DATE OF INSTRUMENTS : 1oSl
PLACE OF ORIGIN : LINZ, INNSBRUCK
PRESENT LOCATION : OBERSSTERREICHISCHES LANDESMUSEUM
LINZ, N R . 36
DESCRIPTION : The body of the instrument is similar
in shape to that of the viola da gamba. 
The front overlaps the ribs. The strings 
are fastened on iron pegs both at the top 
and bottom. The body has two C-holes.
The instrument has eight gut frets.
The handwritten label reads:
JOANNES SEELOS IN LINZ 1684
DIMENSIONS : Total length
Length of body 
Uidth of bouts : upper
lower
Depth of ribs 
String arrangement
126.Ocm 
6 k .Ocm 
33•Ocm 
38.Ocm 
12.Ocm
6 + 9
9
Plate 4
6. MAKER : JOANNES SEELOS
DATE OF INSTRUMENT : LATE SEVENTEENTH CENTURY 
PLACE OF ORIGIN : LINZ, INNSBRUCK
PRESENT LOCATION : OBEEtt STERREICHISCIIES LANDESMUSEUM
LINZ, NR.37
DESCRIPTION : The body is similar in shape to that of 
the viola da gamba. The front overlaps 
the ribs. The sympathetic strings are 
anchored on a diagonal fixed bridge and 
fastened to fifteen wooden pegs (five of 
which are missing). They are anchored • 
in the pegbox by small iron screws. The 
body has four snake-like f holes. The 
label is printed and half destroyed.
The date reads 1 . . . , Kinsky states the 
date 1684.
The printed label reads:
JOAN SEELOS IN LINTZ, A 1(684)
DIMENSIONS Total length 
Length of body 
Uidth of bouts upper
lower
Depth of ribs 
String arrangement
134.5cm 
64.Ocm 
33•Ocm 
38.Ocm 
13 .Ocm
7 + 15
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7. MAKER : JOACHIM TJELKE
DATE OF INSTRUMENT : 1606
PLACE OF ORIGIN : HAMBURG
PRESENT LOCATION : VICTORIA AND ALBERT MUSEUM, LONDON
DESCRIPTION : The instrument has a belly of pine, with.
flame holes and with, double purfling 
forming small decorative knots between 
the bottom lobes of the body. The peg­
box is carved on the bad: with figures 
in relief, possibly of Venus in her 
chariot, similar to those in ivory 
marquetry found on Tielke’s bass viol.
A splendid triple lion’s head forms the 
finial. On the treble side of the peg­
box is a narrow cavity accommodating the 
boxwood pegs of the six playing strings. 
The twenty-five wire sympathetic strings 
run from wrest pins in the main width of 
the pegbox to their attachment on a fixed 
bridge glued obliquely to the belly.
The instrument is furnished with two bows 
and also a shaped cardboard box which can 
be fitted exactly into the hollow behind 
the neck; this box contains eight spools 
of brass wire of various gauges, and 
manuscript sheets and cards giving the 
gauges and tunings of the sympathetic 
strings. The corresponding gauges are 
marked in ink alongside the appropriate 
wrest pins on the instrument itself.
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DESCRIPTION 
( ContJ cl)
DIMENSIONS :
An inscription alongside the Tinger- 
board roads:
JOACHIM TIELKE 
IN HAMBURG FECIT 
AIm NO 1686
To tal 1 engtli 135 • Ocm
Length of body 69*Ocm
Hidth of bouts - upper 3c.Ocm
loner 42.0cm
Depth of ribs 13»0cm
string arrangement 6 -2- 25
12
Pl^te 6
MAIZES : HANS k8gl.
DATS OF INSTRUMENT : 1697
PLACE OF ORIGIN : VIENNA, AUSTRIA
PRESENT LOCATION : MUSIKHISTORISCHES INSTITUT, BERLIN
DESCRIPTIOI The instrument bears a handwritten la.bel 
which reads:
HANNS KOGL LAUDEN UND 
GEIGENMACHER IN NIENN 1697
DIMENSIONS Tota.l length
Length of body
¥idth of bouts - upper
middle
lower
Length of playing strings 
Length of sympathetic strings 
String arrangement
122•6cm 
60.Scm 
32.7cm 
2h .1 cm 
37.7cm 
63.7cm 
63cm —*91 cm 
6 * 9
13
Plate 7
MANSE : PAULU3 ALLSTSS
DATE OF INSTRUMENT : EARLY EIGHTEENTH CENTURY 
PLACE OF ORIGIN : MUNICH
PRESENT LOCATION' : CLAUDIUS COLLECTION, MUS IKHI STOP I SNA
MUSSET, COPENHAGEN. NO .258 (280)
DESCRIPTION : The instrument lias six playing strings 
and ten sympathetic strings, the latter 
fixed to the base of the instrument.
The instrument bears a label -which reads: 
PAULUS ALLETSE HOF LAUTSN UN GEIGEN MACHEP, 
MUNCHEN 17.
DIMENSIONS : Length of body 64.3cm
¥idth of bouts - upper 31*2cm
lower 4-0. 1cm
Depth of ribs 12.0cin
Length of playing strings 63.4cm
Length of sympathetic strings 63.5cm 
String arrangement 6 4 - 10
14
-pya^e ^
10. MAKER : ANONYMOUS
DATS OF INSTRUMENT : EARLY EIGHTEENTH CENTURY
PLACE OF ORIGIN : UNKNOWN
PRESENT LOCATION : HAAGS GEMEENTEMUSEUM, AMSTERDAM
INV. NO. 984
DESCRIPTION : This instrument is an example of a
variant type of baryton. It has three 
sets of strings. The first, a set of 
six playing strings are of gut, attached 
at the upper end to wooden pegs in the 
pegbox, and at the lower end to the tail­
piece. Underneath the fingerboard are 
the second and third sets of metal strings. 
The second set are resonance strings, 
tuned by ten metal pegs in the pegbox and 
suspended on ten metal pins fixed in a 
bridge, which runs obliquely from under 
the tailpiece to the bridge proper. The 
third set are to be plucked; they are 
tuned by ten metal pins in the bottom of 
the pegbox.
DIMENSIONS Total length 
Width of bout 
String arrangement
137.5cm 
42.Ocm 
6 +10 + 10
15
Plate 9
11. MAKER : HEINRICH KRAMER
DATE OF INSTRUMENT : 171
PLACE OF ORIGIN : VIENNA
PRESENT LOCATION : NON UNKNOWN, FORMERLY KUNSTHISTORISCHES
MUSEUM, VIENNA
DESCRIPTION : The body, fingerboard and nut of the 
instrument are decorated with a beau­
tiful inlaid design* The carved rosette 
has a paii'v of snake-like holes at either 
side. The pegbox is in the form of a 
man’s head with an open mouth, a mobile 
tongue and black hat with a red brim.
There are sixteen carved pegs to which 
are attached six playing strings and
ten metal strings. Access to the metal 
strings is made possible as the neck is 
completely open at the back.
The instrument bears the inscription: 
HEINRICH KRAMER 
WIEN 171^
DIMENSIONS : Total length
Width of lower bout 
Depth of ribs 
String arrangement
128.Ocm 
36.pern 
12.Ocm 
6 + 1 0
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12. MAKER : NORBERT BEDLER (GEDLER)
DATE OF INSTRUMENT : 1715
PLACE OF ORIGIN : WURZBURG
PRESENT LOCATION : CONSERVATORIO NACIONAL, LISBON
DESCRIPTION : The instrument bears a label which 
reads:
NORBERT BEDLER
WURZBURG 1715
DIMENSIONS : Total length
¥idth of bouts - upper
middle
lower
Depth of ribs - at neck
at waist 
at end block 
Length of playing strings
125.0cm 
28.5cm 
22.Ocm 
36.5cm 
8 . Ocm 
9 • 5cm 
9 .8cm 
63.Ocm
Length of sympathetic strings 81 . Ocm-f62. Ocm 
String arrangement 6 -j- 15
17
Plate 10
13. MAKER : JACQUES SAINPRAE
DATE OF INSTRUMENT : c1720
PLACE OF.ORIGIN : BERLIN
PRESENT LOCATION : VICTORIA AND ALBERT MUSEUM, LONDON
DESCRIPTION : The Instrument has a double-lobe shaped 
body with "comma" sound holes and double 
purfling. The carved neck has masks on 
either side and a top Pace veneered with 
engraved ivory. The sides of the pegbox 
are carved in relief with acanthus bor­
dering, and the back pierced and carved 
with five floral scrolls and strapwork. 
The finial is a carved figure of Orpheus 
(or David) playing a lyre, with putti 
below. Of the original pegs for the 
playing strings, two have been removed 
and their holes filled in. ¥rest pins 
for twenty-five sympathetic strings are 
distributed across the pegbox.
An inscribed brass plate which forms a 
nut for the sympathetic strings reads: 
JACQUES SAINPRAE A BERLIN
DIMENSIONS : Total length
Length of body
■Width of bouts - upper
middle
lower
Depth of ribs 
String arrangement
135•Ocm 
70.Ocm 
35.0cm 
27.Ocm 
k*\ . Ocm 
1k .Ocm
k ( 6 ) + 25
18
Plate 11
1h. MAKER : JOAM BLASIUS NEIGERT
DATE OP INSTRUMENT : 1720
PLACE OF ORIGIN : AUSTRIA
PRESENT LOCATION : NATIONAL MUSEUM, PRAGUE
DESCRIPTION : The instrument bears a label which reads 
JOAN BLASIUS UEIGERT, LINZ 1720
DIMENSIONS : Total length 13^.Ocm
Length ox body 63.0cm
Uidth of bouts - upper 30.Ocm
middle 23.0cm
lower 39.0cm
Depth of ribs - at neck 11.0cm
at end block 12.0cm 
Length of playing strings 70.0cm
String arrangement 6 + 9
19
Plate 12
15- MAKER : NORBERT GEDLER
DATE OF INSTRUMENT 1 ryrjn1 t
PLACE OF ORIGIN : IfURZBURG
PRESENT LOCATION : MUSEE INSTRUMENTAL DU CONSERVATOIRE
NATIONAL DE MUSIQUE, PARIS
DESCRIPTION The instrument bears a label which reads: 
NORBERT GEDLER 
WURZBURG 1723
DIMENSIONS Total length
Length of* body
Width of bout - upper
middle
Length of playing strings
1k 2 *Ocm 
70.Ocm 
UO. Ocm
3 3 • Ocm
70.Ocm
Length of sympathetic strings 68 . Ocm-^11 2.6cm 
String arrangement 6 + 1S
20
Plate 13
16 . MAKER : DANIEL ACHATIUS STADLMANN
DATE OP INSTEUMENT : 1732
PLACE OF ORIGIN : VIENNA
PRESENT LOCATION : IOJNSTHISTORISCHES MUSEUM, VIENNA
INV. bS
DESCRIPTION : The back of the instrument is cut out 
of two longitudinal halves. There are 
snake-like sound holes on the belly in 
pairs. The pegbox holds sixteen pegs, 
on top of this is an additional pegbox 
with a carved, coloured head of a man 
with open mouth and two feathers in his 
hat. Holes are cut beneath the finger­
board through which seven frets can be 
tied. The fingerboard and nut are rich­
ly inlaid with ivory. There are six 
playing strings and sixteen sympathetic 
strings, access to the latter is made 
possible by the half open back of the 
neck. The metal strings are not fixed 
by a block bridge but to separate little 
black wooden blocks.
The instrument bears a label which reads 
DANIEL IGNATIUS STADLMANN 
WIEN 1732
DIMENSIONS : Total length of instrument
Length of body
■Width of bouts - upper
middle
lower
Depth of ribs
Length of playing strings
String arrangement
1 2 7 . 0 c m  
61.5cm 
2 9 . 5cm  
21 . 7cin  
3 6 . 7 c m  
15 . 5cm 
6 5 . 5cm  
6 + 16
21
Plate ^h
17- MAKER : JOHANN ANDREAS KAMBL
DATE OF INSTRUMENT : 17z!j
PLACE OF ORIGIN : MUNICH
PRESENT LOCATION
DESCRIPTION
BAYERISCHES NATIONALMUSEUM, MUNICH 
IHY. NO. Mu.30
This baryton is very interesting, having 
six playing strings and thirteen sympath­
etic strings. The instrument originally 
had seven playing strings and fifteen 
sympathetic strings, as three holes in the 
pegbox have been filled in.
The instrument bears a label which reads: 
JOANN ANDREAS KAMBL CHURFURSTL 
HOF-LAUTEN UND GEIGENMACHER 
IN MUNCHEN 17^5
DIMENSIONS : Length of body 6 5 » 5 cm
Width of bouts - upper 36.0cm
middle 26.4cm
lower 41.0cm
Depth of ribs 14.2cm
Length of playing strings 64.8cm
Length of sympathetic strings 70 • 5cm*~:?S6 . Ocm 
String arrangement 6 (7 ) + 13(15)
22
Plate 15
18. MAKER : JOH. CHR. HAMIG
DATE OF INSTRUMENT : 1756
PLACE OF ORIGIN : MARKNEUKIRCHEN
PRESENT LOCATION : CLAUDIUS COLLECTION, MUSIKHISTORISKA
MUSEET, DENMARK. N O . 260 ( 388 )
DESCRIPTION : The instrument has six playing strings 
and eleven sympathetic strings, the 
latter affixed to the base of the instru­
ment. It may be a German copy of an 
earlier baryton.
The label reads:
JOH. CHR. HAMIG INSTR. 1756
DIMENSIONS : Length of body 60.0cm
T/idth of bout - upper 28.3cm
lower 36.7cm
Depth of ribs 12.3cm
Length of playing strings 63.0cm
Length of sympathetic strings 64.0cm 
String arrangement 6 + 1 1
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19. MAKER : JOHANN JOSEPH STADLMANN
DATE OF INSTRUMENT : 1760
PLACE OF ORIGIN : VIENNA
PRESENT LOCATION : MAGYAR NEMZETI MUZEUM, BUDAPEST
INV. NO. 19^9/360
DESCRIPTION : This instrument originally belonged to
the Esterhazy collection, but was brought 
to Budapest from Esterhaza in 1933* It 
has seven playing strings and ten sympath­
etic strings.
The instrument bears a label which reads: 
JOAN JOSEPH STADLMANN 
KAYSERL• KONIGL. HOF LAUTEN UND 
GEIGENMACHER IN ¥IEN 1760
DIMENSIONS : Total length
Length of body 
Length of playing strings 
Length of sympathetic strings 
String arrangement
132.0cm 
63.Ocm 
63•5cm 
60.Ocm—^89•3cm 
7 + 1 0
2k
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20. MAKER : J. J. STADLMANN
DATE OF INSTRUMENT : 17.69
PLACE OF ORIGIN : AUSTRIA
PRESENT LOCATION : NATIONAL MUSEUM PRAGUE
DESCRIPTION : The instrument bears a label which reads 
J. J. STADLMANN, WIEN 1769
DIMENSIONS Total length 131* Ocm
Length of* body 63* 5cm
Width of bouts - upper 29.5cm
middle 22.Ocm
lover 37.0cm
Depth of ribs - at neck 10.5cm
at end block 12.Ocm
Length of playing strings 63.5cm
String arrangement 7 + 1 6
25
Plate 18
21. MAKER : JOHANN JOSEPH STADLMANN
DATE OF INSTRUMENT : 1799
PLACE OF ORIGIN : VIENNA
PRESENT LOCATION : METROPOLITAN MUSEUM OF ART,
NEW. YORK
DESCRIPTION : The baryton is a deep, flat model, with 
sides sloping sharply from the neck to 
the upper blocks. Double sound holes 
are elongated comma shape. Across the 
sound-board is a strong wooden bar which-- 
bears ten pins and ten small hooks form­
ing bridges. To this bar are attached 
twenty thin metal strings, which pass 
underneath the broad neck and are attach­
ed, ten of them to small iron buttons 
and ten to long pins placed in the side 
underneath the long^ flat head. On a 
broad bridge, attached to the tail piece 
which fits upon an iron projection at 
the bottom of the instrument, are seven 
gut and over-spun playing strings, pass­
ing over an ebony finger-board, ?fcurtedL 
to seven pegs, placed on the right-hand 
side of the head, which is without scroll 
but decorated with a small rose. The in­
strument, which has seen much wear, is 
strengthened with ornamented and engraved 
plates of iron.
On the iron plate at the back, immediately 
above the neck is engraved:
J. J. S.
1799
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DIMENSIONS : Length of body 71.20171
tfidth of bouts - upper 12.7cin
middle 20.3cm
lover 42.0cm
Depth of ribs - at neck 10. cm
at waist 11.1cm
at end block 11.3cm 
Length of playing string 72.3cm
Length of sympathetic strings
highest 60.1cm
lowest 94.13cm
String arrangement 7 + 2 0
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22. MAKER ; JOSEPH NEUNER
DATE OF INSTRUMENT : LATE EIGHTEENTH CENTURY
PLACE OF ORIGIN : PASSAU
PRESENT LOCATION : STAATLICHES INSTITUT FUR
MUSIKF0RSCHUNG, BERLIN
DESCRIPTION Branded on tlie inside of the instrument 
are the uords:
JOS. NEUNER 
PASSAU
DIMENSIONS : Length of body 42.7cm
¥idth of bouts - upper 22.0cm
middle 16.1cm
lower 27•3cm
Length of playing strings 42.4cm
Length of sympathetic strings
highest 32.5cm
lowest 60.5cm
String arrangement 6 - 5 -  12
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23. MAKER : ADOLPHE GUTCHE
DATE OF INSTRUMENT : NINETEENTH CENTURY
PLACE OF ORIGIN : BERLIN
PRESENT LOCATION : BOSTON MUSEUM OF FINE ARTS,
BOSTON, USA
DESCRIPTION : The instrument has a deep body with a 
complicated curved outline of modified 
guitar-fiedel type and a flat back of 
maple made in one piece. The slightly 
arched belly of pine has double purfling 
at the edges, four comma-shaped sound 
holes; and an oval rosette below the 
fingerboard. The back wall of the peg- 
box is pierced with four ornamental 
openings, surmounted with a winged cupid*s 
head housing nineteen pegs. The finger­
board is of ebony with nine frets of 
walnut, inlaid flush. There are two sets 
of strings. The six playing strings, 
three of spun silk and three of gut, are 
fixed to the tail piece passing over a 
moveable bridge and over an ebony nut 
with a narrow ivory insert and fixed at 
the upper end to six tuning pegs located 
on the left side of the instrument. The 
thirteen sympathetic strings of thin 
steel wire are affixed to small iron pins 
in the bottom block, passing over the 
ebony saddle, then over ebony blocks and 
under the neck supporting board so that 
they are accessible from the rear and 
finally over a wide nut fixed to the 
bottom wall of the pegbox to the pegs.
29
DESCRIPTION : A printed label inside reads: 
( C on t * d ) ADOLPI-IE GUTCHE
LAUTEN UND GEIGENMACHER 
IN BERLIN
DIMENSIONS : Total length
Nidth ol bout - upper
middle
lower
Depth ol ribs 
Length of playing strings 
Length of sympathetic strings 
String arrangement
/
1 28.Ocm 
29.25cm 
20.75cm 
37.25cm 
12.0cm 
62.2cm 
85•8cm
6 -f 13
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2*4. MAKER : JAKOB KLIMENT
DATE OF INSTRUMENT : 1873
PLACE OF ORIGIN : BrDn N (MORAVIA)
PRESENT LOCATION : NATIONAL MUSEUM, PRAGUE
DESCRIPTION The instrument bears a label which reads 
JAKOB KLIMENT - BRUNN 1873
DIMENSIONS Total- length 1*1-0 . 3cm
Length op body 70.Ocm
¥idth op bouts - upx^ >er 29•3cm
middle 2*1- .3 cm
lower b O .3cm
Depth op ribs - at neck 10.3cm
at end block 11.3cm
Length oP playing strings 70.Ocm
String arrangement 6 + 16
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25. 1'IAICER : ANONYMOUS
DATE OF INSTRUMENT : LATE NINETEENTH CENTURY
PLACE OF ORIGIN : UNKNOUN
PRESENT LOCATION : CLAUDIUS COLLECTION, COPENHAGEN,
D. 110
DIMENSIONS : Length, of bod}'' 65.5cm
Uidth of bouts - upper 31.8cm
lover 35.0cm
Depth of ribs 13*1cm
Length of playing strings 67.9cm
Length of sympathetic strings
highest 68.5cm
lowest 89.5cm
String arrangement 5 + 1 2
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26. MAKER : ANONYMOUS
DATE OF INSTRUMENT : EARLY TWENTIETH CENTURY
PLACE OF ORIGIN : BERLIN
PRESENT LOCATION : GERMAN ISC HE S NATIONALMUSEUM,
NUREMBERG, MIR. 795
DESCRIPTION : Tlie body is similar in shape to that ol 
the South German Viola da Gamba. There 
is one pair ol Flame shaped sound holes. 
Beneath the end oF the Fingerboard is an 
inlaid, carved rosette with a Flower 
motive edged with ebony and ivory.
The neck is open at the back and inset 
into the upper block which is made oF 
oak and is probably a later addition.
The upper board, with carved design, was 
probably taken From the original neck.
The eighteen pegs are made oF red stained 
boxwood with little buttons oF ebony.
The pegbox is open near the eight upper 
pegs at the back, and open near the ten 
lower pegs at the Front. The pegbox is 
crowned by a carved angel*s head, painted 
in many colours.
The playing strings run across a nut oF 
ivory. The upper eight resonance strings 
run across two upper nuts oF ivory and 
all twelve resonance strings run across a 
Further two upper nuts oF ebony. The 
sympathetic strings are attached to sep­
arated bridges oF black stained wood by 
iron pegs.
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DIMENSIONS : Total length
Length ol body
Width of bouts - upj)er
middle
lower
Depth of ribs 
Length of playing string 
Length of sympathetic strings 
String arrangement
126•Ocm 
61 . 5cm 
30.5cm 
23«2cm 
3S.7cm 
3 . 8 c  in—2* 11 .Ocm 
58.7cm 
^7 *0cm-^ 81.5cm 
6 -5-12
3^
plate %h
27. MAKER : ANONYMOUS
DATE OF INSTRUMENT : EARLY TWENTIETH CENTURY
PLACE OF ORIGIN : UNKNOWN
PRESENT LOCATION : CLAUDIUS COLLECTION, MUSIKHISTORISK
MUSEUM, COPENHAGEN, NO. 259 (406)
DIMENSIONS : Length of body 60.5cm
Width of bouts - upper 28.7cm
lover 35*9cm
Depth of ribs 12.5cm
Length of playing strings 64.6cm
Length of sympathetic strings 58.5cm—}78.Ocm 
String arrangement 6 + 8
35
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28. MAKER : MAX SAMANN
DATE OF INSTRUMENT : 1961 
PLACE OF ORIGIN : DRESDEN
PRESENT LOCATION : J. LIEBNER, LINZ
DESCRIPTION : Carved male head and carved rosette,
7 bowed and 10 plucked strings.
DIMENSIONS : Total length 132.0cm
Uidth of bouts 
Depth of ribs 
String arrangement
36.Ocm 
10.pern 
7 + 1 0
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29. MAItEH : MAX SAMANN
DATE OF INSTRUMENT : 19^3
PLACE OF ORIGIN : DRESDEN
PRESENT LOCATION : MUSASHINO ACADEMIA MUSICAE, TOKYO
DESCRIPTION : The instrument bears a label which reads: 
maker F.M.
SAMAAN DRESDEN 19^3
DIMENSIONS : Total length 136.0cm
Width of bouts - upper
middle
32.Ocm 
22.Ocm 
38.Ocm 
1k .Ocm 
66.7cm 
7 + 1 0
lower
Depth of ribs
Length of playing string
String arrangement
37
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30. MAKER MAX SAMANN
DATE OF INSTRUMENT : 19^7
PLACE OF ORIGIN : DRESDEN
PRESENT LOCATION ; J. LIEBNER, LINZ
DESCRIPTION : Carved Female Lead and carved rosette 
with seven bowed and ten plucked 
string's.
DIMENSIONS Total length 
Width of bouts 
Depth oF ribs 
String arrangement
139•Ocm 
38.Ocm 
13•Ocm 
7 + 1 0
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31. MAKER : MAX SAMANN
DATE OF INSTRUMENT : 1971
PLACE OF ORIGIN : DRESDEN
PRESENT LOCATION : Prof*. J. Liebner, Linz
DESCRIPTION : Carved male Lead and carved rosette, 
with seven bowed and ten plucked 
strings.
DIMENSIONS : Total length 
Width of* bouts 
Depth of ribs 
String arrangement
132 
36 
10 
7 -
, Ocm 
, Ocm 
, 3cm 
- 10
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32. MAKER : MICHAEL FIE ALE
DATE OF INSTRUMENT : 1973
PLACE OF ORIGIN : GUILDFORD, ENGLAND
PRESENT LOCATION : L. LOCK, GUILDFORD
DESCRIPTION : The instrument is made from figured 
sycamore and swiss pine with ebony 
fittings. The carved head of three 
cherubs was carved by Gino Masero. 
The instrument bears a label which 
reads:
MICHAEL HEALE 
GUILDFORD 1973 
N o . 71
DIMENSIONS : Body length
Width of bouts - upper
middle 
lower
Depth of ribs 
Length of playing string 
Length of sympathetic strings 
String arrangement
67.5cm 
29•2cm 
21.3cm 
36.3cm
12.0cm 
66.3cm 
34. 8cm--* 91 • Ocm
6 + 1 3
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33. MAKER : COLIN IRVINS
DATE OF INSTRUMENT 197^ 
PLACE OF ORIGIN : LONDON
PRESENT LOCATION : RIICI GERARDY, LONDON
DIMENSIONS : Body length 70.3cm
T/idth of bouts - upper 3 b .  6 c m
lower b 1.3cm
Depth of ribs 12.8cm
Length of playing string 68.0cm
Length of sympathetic strings 69.3cm—£ 9^•Ocm 
String arrangement 6 + 1 b
3- THE ORIGINS OF THE BARYTON
The baryton, although not actually a member of the viol 
family, is nevertheless so closely related to it as to be 
recognised as a descendant of that group of instruments. 
This fact vas first recorded by James Talbot *in his manu­
scripts which were gathered together by the Dean of Christ 
Church between 1689 and 1711. The Talbot manuscript is a 
valuable source of information on instruments of the late 
seventeenth century since it is the only comprehensive 
survey which has survived from the period. Talbot makes 
three references to the baryton in his manuscript; the 
first appears in the introductory table for the string 
family and reads:
VIOL
<
TREBLE
TENOR
BASS
CONSORT
DIVISION
LYRA
/SINGLE B 
\DOUBLE B
BARYTONE 
The second reads:
BARYTONE VIOL Lyra tuning 
Common tuning 
as bass viol
CC S
The third and final reference appears on a page headed 
VIOL BARYTONE and is blank except for an entry at the 
bottom which reads:
TT
C C  -e-
This is the same with Lyra Viol only
2 notes lower.
Ordinary tuning as Bass Viol only
3 notes higher.
Wire basses for the thumb.
q— bo— 0~XL
XL
1. James Talbot*s Manuscript - Christ Church MS1187
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The baryton has the same outline, body shape and tuning as 
the gamba and consequently fulfills the same role. Xn 
addition to its six or seven playing strings it has between 
nine and twenty-five additional metal strings which can be 
plucked by the left thumb. These strings also vibrate sym­
pathetically with the bowed strings, colouring their tone.
The latter function of the additional strings suggests a 
relationship to the viola d ’araore, however this link is 
superficial. The two instruments are fundamentally differ­
ent as the baryton is a true gamba using lute tunings where­
as the viola d ’anore, a member of the violin family, has 
seven strings tuned to a D major chord. Xn contrast to 
the viols which have six or seven playing strings, the braccio 
instruments have never had more than four strings. Their 
tunings have always been in strict contrast to the viols 
whose large number of strings are tuned in perfect fourths 
with a major third in the middle to facilitate the playing 
of chordal passages. The table below shows a comparison of 
the distinguishing characteristics of the two families:
YIOLE DA GAMBA YIOLE DA BRACCIO
Flat back
Back sloped off at upper 
end
Deep ribs
Sloping shoulders Rounded shoulders
Bulging back
Back not sloped off
Shallow ribs
Edges of soundboard and back: Projecting edges
smooth
Reinforcing crossbar inside Reinforcing longitudinal
bassbar inside
C or flame holes f holes
Broad neck Narrow neck
Gut frets
Six or seven thin strings 
Sound pale and flat
Four thick strings 
Sound round and full
No frets
b3
Apart from the structural dissimilarities between the two 
families, their playing positions also are totally differ­
ent. The viola da gambas or "leg viols1* were played in a 
vertical position, resting on or between the legs, whereas 
the viole da braccio or "arm viols’* were shouldered. Many 
of their structural characteristics therefore were a direct 
result of the way in which they were played.
The predominance of the gamba type during the fifteenth 
century was due to the musical evolution which made large 
bowed instruments necessary. In order to simplify the 
fingering technique on the larger instruments, the distance 
between consecutive strings was reduced so that fifths were 
replaced by the fourths and thirds. To avoid the resulting 
reduction in the overall range, the number of strings was 
increased to six and in some cases to seven in common with 
the lute. The resultant tuning of the viol family, which 
is so fundamentally different from that of the braccio 
family, originated from plucked instruments such as the lute. 
The viol family developed thus not from bowed instruments 
but from plucked instruments.
There is a great deal of evidence to suggest that plucked 
instruments have existed since ancient times. However no 
one theory as to the origins of the string family is entirely 
satisfactory and recent research has produced no new material. 
The most recent comprehensive study of the origins of the 
viola da gamba was made by Natalie Dolmetsch * in 19&2 and 
although much is conjectural she poses a realistic theory.
She identifies the Lyre of the Early Christian Church as 
her starting point. It is an instrument that by AD 217 had 
been so important as a Christian symbol that it was engraved 
upon the rings of the faithful. The lyre therefore survived 
not as an instrument but as a name and a symbol of the divine 
qualities of music.
2. Natalie Dolmetsch - The Viola da Gamba. Hinrichsen 1975
kk
Its legendary qualities are reflected in the fact that 
centuries later the name was still used eg., Lyra da 
Braccio, Lyra da Gamba. An exhaustive study of ancient
O
instruments made by Kircher (1650) reports that an early
4.source, Shiite Iia-gibborim * of Abraham de Porta Leone con­
tains an inventory of the instruments in the shrine of 
David. Among the many instruments he describes is the 
Heghinoth, a wooden instrument with a rounded body and 
several holes in its back. It had three gut strings which 
were played with a horsehair bow. Kircher also identified 
a second instrument called a Haghniugab, which resembled a 
viola da gamba and had six bowed strings.
In later times another ancestor of the viola da gamba, the 
Vihuela, developed in Spain. It existed in two forms; the 
Vihuela da Mano which was plucked and the Vihuela da Arco 
which was bowed. The celtic crwth also made an important 
contribution to the viol, namely the addition of a sound- 
post. The tuning of the early viol is also related to 
that of the crwth. Such instruments constantly appear on 
the medieval manuscript of England, Germany and the Low 
Countries, often alongside vihuelas, usually of the plucked 
variety but occasionally bowed.
k #
Jerome de Moravie *wrote a treatise during the thirteenth 
century which describes the viol of the period. He notes 
that these viols had five strings which were tuned in two 
ways. The first tuning was used for church music, it uses 
the bottom string as a drone and, being outside the finger­
board, was not fingered.
.H.
(.'X • 0' J • ^J  0
-------------- 0----------------
j>rorte
3* Athanasius Kircher - Musurgia Universalis. 1 65 0
4. "Shield of the Mighty" - Published 1612, Mantua
5. Jerome de Moravie - 13th Century (Ms). Treatise on the 
Viol. N. Dolmetsche. The Viola da Gamba. London. 1975
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The second timing was used Tor secular music. It no longer 
demanded a drone, and therefore all the strings were pos­
itioned over the fingerboard. A third tuning referred to 
by Jerome is illegible. It is clear from the manuscript, 
however that this timing had no drone and the 11 lowest11 
string on the bass side of the instrument" became the lowest 
note of the instrument.
The timings quoted by Jerome foreshadow the later develop­
ments of the viol in Italy where it evolved as two distinct 
instruments with their own subdivisions. The first group 
was the Lyra family comprising the Lyra da braccio and the 
Lyra da gamba. Both retain the drones which increased in 
number and tunings were dominated by fifths. It abandoned 
the drones and evolved towards the viola da gamba. These 
instruments inherited the vihuela system of timing in 
fourths with a major third between the middle pair of 
strings.
During its early life the viola da gamba was a purely melod­
ic instrument suited only to playing in consort. Chords 
could not be played as it was impossible to place the fin­
gers cleanly on the strings without fouling the adjacent 
one. Viols of this type existed during the fourteenth and 
fifteenth centuries.
By the fifteenth century the viol had become a slim, grace­
ful looking instrument and had developed a waist, without 
corners, which enabled the bow to move freely across all 
the strings without fouling its body.
As the sixteenth century progressed, the viol acquired cor­
ners which met squarely, contrasting strongly with the 
curved corners of the violin family. The back was gener­
ally flat, although examples with rounded backs never
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entirely disappeared. The shoulders sloped, and sometimes 
came in square to the base of the neck (as on the violon­
cello). The shapes of the sound-holes vary according to 
the country of origin. Italian viols have f holes, whilst 
English, French and German viols had C holes or occasion­
ally "flame" holes. The tailpiece of the viol was fastened 
by a thick piece of gut and looped around a button on the 
bottom of the instrument.
The features of the seventeenth century viol listed above 
are common also to the baryton.. It now only needed the 
addition of sympathetic strings to invent the baryton, a 
new instrument that aroused great interest. Although the 
provision of sympathetic strings was not a completely new 
principle, the practice of plucking on a bowed string in­
strument was regarded as a surprising innovation and made 
the baryton unique.
Sachs^* writes that sympathetic strings were of Islamic 
origin and came to Europe early in the seventeenth century. 
Southgate ’however sites ancient Greece as the source of 
the sympathetic string:
"Aristotle (BC 380) speculated and wrote on the 
sympathy of other strings vibrating in response 
to a stronger tone."
Three important pieces of documentary evidence with ex­
plicit dates record that sympathetic strings appeared in 
England during the first decades of the seventeenth 
century, as an ingenious invention affecting viols.
6 . Curt Sachs - Die Viola Bastarda ZITI Vol.15 Leipzig 1 9 1 1 2 3
7. T. Lea Southgate - The Instruments with Sympathetic 
Strings Proc. Mus. Assoc. 1915-16
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I Tlie Evidence of PRAETORIUS (1619)
"Jesso ist in Engelband noch etwas sonderbarres 
darzu erfunden dass unter den rechtcn gem . einen 
sechs Saiten nocli aclit andere Staiene und ged.reh.ete 
Messings Saiten auf ein Messigen Steige (gleich die 
auf den Pandorren gebraucht verden) liegen. . .Ifenn 
nun der obersten dermer Saiten eine mit den Finger 
oder Bogen gerllhrt vird, so resonirt die unterste 
Messings oder St&lene Saiten "per consensum" "
II The Evidence of FRANCIS BACON9 * (1627)
"It was devised, that a Viall should have a lay of 
Hire Strings below, as close to the belly as the 
Lute: and then the strings of Gut mounted up on a 
Bridge, as ordinary Vialls: To the end, that by 
this means, the upper Strings strucken, should make 
the lover resound by Sympathy."
III The Evidence of JOHN PLAYFORD10* (1627)
"(Farrant) was a person of much Ingenuityfbr his 
several Rare Inventions of Instruments....And also 
of his last, which was a l y r a . Viol, to be strung 
with Lute Strings and Hire Strings, the one above 
the other; the Hire Strings were conveyed through 
a hollow passage made in the neck of the Viol, and 
so brought to the tail thereof, and raised a little 
above the Belly of the Viol by a Bridge of about 
an inch....Of this sort of Viols I have seen many, 
but Time and Disuse have set them aside....."
8 . Praetorius - Syntagma Musicum. II DE ORGANOGRAPHIA.1619 
It is yet surprising to find that on English instruments 
under the usual six strings there are eight other steel 
or brass-covered strings running over a bridge (as on 
the pandora). Nhen the playing strings are plucked or 
bowed the brass or steel underneath resonate "per con­
sensum" . . .
9. Francis Bacon - Sylva Sylvarum 1635 P*72
10. John Playford - Musick* s Recreation on the Viol, Lyra 
Nay. 1661 48
Praetorius offers no explanation as to where the English 
acquired this invention. BeraeoP ‘however has recently 
proposed that when sympathetic strings appear in England 
(before 1619), the English were establishing trade links 
with the Indies and as a result Hindu instruments could 
have been brought to England. The sclrangl, 
which, has three or four-bowed strings plus 
eleven to fourteen sympathetic strings 
bears a strong resemblance to the viols 
with sympathetic strings of the English.
Francis Bacon neither suggests a source nor 
a date for the innovation. He does not even 
mention the type of viol which was endowed 
with sympathetic strings.
Playford published four editions of his 
"Musick*s Recreation on the Viol, Lyra ¥ay" 
in 1652, 1661, 1669 and 1682. Only in the 1661 edition 
does he refer to sympathetic strings where he credits the 
innovation to Daniel Farrant. This would suggest that in 
l6p2 he was unaware of the innovation and that he failed 
to mention it in the two later editions because he con­
sidered that his invention had already fallen into disuse.
The earliest written description of a bowed strings in­
strument of the gamba t}rpe with plucked sympathetic strings,
12.ie., a baryton, is quoted by Greilsamer. ’ He quotes 
Mersenne’s Cogitata Physico Mathematica of 16^ 1-4 which states 
that:
"the English constructed a viol or lyre much admired 
by King James, and which had six bowed strings. It 
had metal strings behind the neck, which the thumb 
of the left hand plucked and made to sound with the 
bowed notes."
Assuming Mersenne’s information to be correct, the baryton 
must have been known in England before 1625, the end of King 
James* reign.
11. A. Berner- Viola. Die Musikh in Geschichte und Gegenwart
12. Lucien Greilsamer - Le Baryton du Prince Esterliazy.
SIM. RMM.I.1910 p45-56 ' ^
4. DEVELOPMENT OP THE BARYTON
The baryton branched out from its seventeenth century 
origins of the Viola da Gamba family and underwent such 
radical changes that by the late eighteenth century it 
could compete on equal terms with the violin family.
For the early part of its life the baryton was designed 
as a solo instrument, providing both melody and accom­
paniment , and as such enjoyed a position similar to that 
of the Viola da Gamba. Later on, it became an ensemble 
instrument designed to play in conjunction with members 
of the violin family. These different roles were reflect­
ed in the gradual changes in structure which took place 
as the baryton sought to compete with it in both tone 
colour and volume.
The change from a Baroque to a Classical baryton structure 
is not easily traced, as alterations took place only grad­
ually and as the result of experimentation. Often, in 
fact, makers used existing instruments as models on which 
to base their designs, and examples of such instruments 
are sure to have survived. This is particularly the case 
with contemporary examples, which have therefore been ex­
cluded from the discussion. Furthermore, during the seven­
teenth and eighteenth centuries communications were still- 
relatively slow, so that many makers would not even be 
aware of the developments being made by their contempor­
aries, let alone be influenced by them. Xn evaluating 
the material, therefore, only general trends may be sought 
and conclusions d r a m  which take into account, the situation 
of the maker.
In order to trace these developments, the following chron-
1ological tables have been assembled:
Table 1 : Showing the body shape of extant barytons
Table 2 : Showing the body size of extant barytons
Table 3 : Showing variable features of extant barytons
Table 4 : Showing the number and length of strings on
extant barytons
1. Appendix C
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The discussion will therefore centre around the six main 
construetional features of the baryton, namely: 
i ) Body 
ii) Neck and fingerboard 
iii) Frets 
iv) Finial and Peg Box 
v) Strings 
vi) Tail piece and bridges 
i) THE BODY
Although the body shape of the baryton is similar to that 
of the bass viola da gamba, several variations in its out­
line are apparent. The lower half of the body is either:
a) Gamba-like, ie., with one smooth curve 
or b) Double-lobed
Xn addition the bottom of the instrument may be either con­
cave or convex. Varying combinations of these features 
result in four different body shapes. The frequency of 
each shape is indicated in the table below which is based 
on the data from table 1:
BASE SHAPE
BODY SHAPE GAMBA-LIKE DOUBLE-LOBED
CONCAVE
8
3
CONVEX
1
9
Two shapes clearly predominate, they are:
a) Gamba-shape with concave base characteristic 
of the early development of the baryton
b) Double-lobed shape with convex base character' 
istic of the late development of the baryton
The dates of these twTo instruments are significant as the 
majority of barytons with gamba-like bodies and concave 
bases were made between 16^ -7 and cl720, whilst those with 
double-lobed bodies and convex bases come from the eight­
eenth and nineteenth centuries. Of the eight barytons with
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gamba-like bodies and concave bases, seven were made before 
c1720. Although minor variants appear in the depth of the 
indentation of the base, the body shapes of these instru­
ments are .remarkably similar. The one remaining instrument 
of this sort is the one by J .J .Stadlmann (1799) (Appendix 
C, Table 1).
The Stadlmann instrument is unusual because it is so un­
like the other barytons he made which are of the other pre­
dominant shape. The 1799 instrument appears to be a very 
crude construction, its shape is angular, it has little 
decoration and only a rudimentary pegbox. As such it is 
not even representative of the maker himself, let alone of 
the period and for this reason can be excluded from the dis­
cussion.
With one exception, all the barytons with double-lobed 
bodies and convex bases date from 1720 onwards. The bary­
ton by Jacob Steiner (1647) is the exception. Once again,
however, this instrument can be dismissed from the argument
2 .as the curator of the Germanisches Nationalmuseum ‘states 
that the instrument:
"is undoubtedly not by Steiner. The body is 
probably from the end of the seventeenth century; 
all the rest of the instrument is from the second 
half of the eighteenth century."
The other four examples which show variable features common 
to both categories are not evident in sufficient numbers to 
show any different line of development* but simply represent 
experiments by various makers to improve the basic design 
of an instrument whose shape was gradually evolving.
The body shape can therefore be defined, in the first in­
stant, as that of the gamba family with the modification 
of a concave base which perhaps added to the strength of
2. Germanisches Nationalmuseum, Nuremberg.
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the belly of the instrument which had to support the 
tension of so many strings. Later, as the violin family 
supplanted the viol family, the baryton increasingly had 
to compete on equal terms with them and so adopted some 
of its features resulting in a double-lobed body with 
convex base.
Although the body shape of the baryton changed a great 
deal, its internal construction remained largely unalter­
ed. To illustrate this method, one instrument will be 
discussed - the nineteenth century baryton by Adolphe 
Gutche. Its internal construction is of particular in­
terest, having a very wide top block which provides a 
flat surface for holding the neck bracket. The lower 
block, consists of two parts, the above mentioned maple 
block and the reinforcing block of pine. The cover - 
joints of ribs are reinforced by pine blocks. The heav­
ily reinforced baclv is supported as follows, counting 
from the top:
a) cross-bar with two corner pieces.
b) cross-strip 3cm wide and 6mm thick.
c) crbss-bar in the middle bout.
d) cross-strip (under the sound post) pcm wide 
and 6cm thick.
e) cross-bar slightly below the joint of the 
middle and lower bouts.
f) bass bar and sound post.
This, almost excessive, reinforcing of the body is typic­
al of all extant barytons as it was the only means by 
which the body could withstand the pressure exerted by 
two sets of strings.
The back of the instrument can be made in one, two or 
three pieces. The flat back tapers and slopes towards 
the neck on all but four of the extant barytons. These 
instruments have flat backs with no taper and, with one
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exception, (Norbert Gecller, 1723) were all made after 
1300.
The ribs are joined to the belly and back by smooth joints 
on the majority of instruments, however the Seelos, Gedler, 
and J,J.Stadlmann instruments have ribs which are over­
lapped by both the belly and the back, a feature of the 
violin family. These instruments were made:over a period 
of one hundred years and so do not represent an evolution­
ary change.
The sound holes are positioned level with the bridge on 
the belly of the instrument. The majority of barytons 
have double flame holes, the only exception being the in­
struments by Seelos (1684) and Alletse (early eighteenth 
century) -which have C-holes and the Gedler instrument (1732) 
which has a single flame hole.
One instrument, the anonymous early eighteenth century 
baryton, has an additional pair of sound holes, two fairly 
large, circular holes in the belly on either side of the 
fingerboard. Their function is unclear but they may have 
helped to amplify the sound of the third set of strings 
which were attached to this instrument, alongside the 
second set, beneath the fingerboard.
Eight barytons also have a rose hole in the belly, just 
beneath the lower end of the fingerboard. Its function is 
mainly decorative, although it may also enhance the tone a 
little. No pattern of development is shown by the shape 
of the sound holes or in the appearance of rose holes.
The size of the baryton, as its name suggests, is deter­
mined by its range which approximates to that of the baritone 
voice (G - e*). Although a large variation in size is in-
3. See page 133
evitable in an instrument which changed so much during 
its life, the length of the playing strings is largely 
determined by the size of the body, ie•, the body size 
is approximately equal to the playing string length. 
(Appendix C, Table 2)
To put its size in context, a comparison ’must be made 
with the other members of the viol family. The body 
length of the baryton varies between 60cm ^ * (l-Iamig- 1756) 
and 71-2cm (J.J.Stadlmann-1799) with a playing string 
length of between 63cm and 72.3cm, whilst the variation
5 .
m  the sizes of the viols are shown in the table below:
SIZE OF VIOL LENGTH OF BODY LENGTH OF STRING
Treble Viol 35 cm - 39cm 35 cm - 35*5cm
Alto Viol 35 cm - h 1cm 35 cm - 40.5cm
Tenor Viol ^7*5cm - 53cm 45 cm - 52 cm
Lyra Viol 55•5cm - 60cm 53•5cm - 60 cm
Division Viol 62 cm - 68cm 65 cm - 66 cm
Bass Viol 60 cm - 71cm 68 cm - J O . 5cm
The baryton, therefore, whilst not fitting decisively be­
tween any two sizes of viols, nevertheless belongs to the 
lower half of the group. Thus an average baryton would 
have a body length 63cm and x3layinS length 66cm. This in­
strument clearly approximates to the Division Viol (Viola 
da Gamba).
Despite the changes in overall body shape, the dimensions 
of the body .(length, width of bouts, depth of ribs) vary 
little and observable changes do not show any trends.
4. The baryton by Joseph Nemier has been omitted from 
this calculation as it is very much smaller than all other 
extant examples, its total length being only 91»6cm.
5* Natalie Dolmetsch - The Viola da Gamba 1975 Page 31
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id.) NECK AND FINGBRB0ATP
The neck, on the majority of barytons, is made from one 
or more pieces of wood, distinctly separate from body or 
pegbox. Its construction is unlike that of any other 
string instrument, as it has to provide clearance for and 
access to the lower manual. The unusual function of this 
feature calls for a completely new structure of the neck. 
The two side pieces had to be wide at the base and rapidly 
tapering to form narrow, rounded beams which gave strength 
to the instrument but allowed easy access to the thumb of 
the left hand. A further beam linked the two sides at the 
base of the pegbox. Occasionally further support was need­
ed to help the neck to withstand the pressure of both upper 
and lower manual strings. The instrument by Tielke (1686) 
is one such example. It has a metal bar bolted to "'the left 
hand side of the neck to prevent it breaking. This is pro­
bably the instrument described by Schilling^*:
11 the neck and the fingerboard as well as the
hidden harp were of such large proportions that 
one could hardly find hands capable of handling 
both at the same time. Furthermore the instru­
ment has no bass bars to support the body against 
the tension of the strings. Even low-pitched 
tuning of the sympathetic strings would cause the 
belly and the back to burst open....The instru­
ment was built in Hamburg by Johann Filke (Joachim 
Tielke).”
The opening of the neck is covered in front by a wide 
board, forming the support for the fingerboard which is 
located on the treble side of the neck. The right hand 
side of this board may be plain (Feldlen - CI650) or em­
bellished in a variety of ways: by open trellis work 
(Joachim Tielke - 1686), inlay (J.J.Stadlmann - 1760) or 
carving (j. Steiner - 16*1-7)-
6 . Schilling, Gustav (ed) Encyclopedic der Gesammten
Musikalischen i/issenschaf ten ( Stuttgart:Kohler, 18*42) 
Supplementary volume p.1^9
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Similarly the fingerboard, which was traditionally made 
of ebony, may be plain (Seelos - 1oe •-!■) or inlaid, often 
in such a way as to match the tailpiece (d.A.Stadlmann - 
V73'~)* In addition, the earlier examples have tied gut 
frets, whilst later examples may hark back to an earlier 
period by inlaying frets flush with the fingerboard sim­
ply as a decoration (Adolphe Gutche - nineteenth century). 
The fingerboard, on all instruments, overlaps the body 
and is sometimes decoratively shaped at the lower end
(l-lair.ig - 1736). 
iii) FRETS
Like the viola da gamba, the early barytons had frets, 
these were pieces of gut threaded between the neck and 
fingerboard and tied tightly on one side. The number 
of frets was usually the same as that found on the viols 
of the day, namely seven, although occasionally eight or 
even nine frets occur.. (Appendix C, Table 3 ) The
instruments which have gut frets, or provision for them, 
fall, in the main, into the period before 1700* After 
this time, with the exception of the barytons by D.A. 
Stadlmann (17.23) and Neuner (late eighteenth century), 
the baryton was an unfretted instrument. The intro­
duction of the unfretted baryton constitutes an important 
step in the development of the instrument, reflecting the 
changing role of the viols as they were superseded by the 
violin family.
The compositions of this period further reinforce this 
conclusion. Baryton works up to, and including the "IX 
Partien auf die Viola Paradon"(* by J.G.Krause were not­
ated in tablature and were therefore written explicitly 
for an instrument with frets. The tablature notation of 
these pieces reveals the number of frets required on the
O
instrument. The Leningrad tablatures ’use letters up to 1
7. Sachische Landesbibliothek - Dresden.
8 . Academy of Sciences of the USSR - Leningrad
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and therefore require ten irets -whilst the Kassel Tabla- 
q #
tures ‘reed ten frets and th.e Krause co 11 ec tion o 111 y f .ive . 
In the Leningrad and Kassel collections, the eighth, 
ninth and tenth frets are used only sparingly and it 
would therefore be possible to stop these notes on the 
fingerboard without the aid of frets.
All extant baryton manuscripts after 1700 were written
in staff notation, suggesting a change from a fretted to
an unfretted instrument. The earliest example is to be
found in a baryton obligato part to the aria MSa il crudel
10.per uso antico" by Atbilio Ariosti, ‘written in 1707 and 
scored for baryton, voice and continuo. By this time the 
baryton had to compete with the richer, brighter tone 
quality of the violin family. It is thus plausible that 
the baryton lost its frets in order to compete 011 an equal- 
footing with its stronger tone quality. Certainly in the 
trios, of Haydn, Tomas ini, Neumann and Burgles teincr, the 
player of a fretted baryton would find it very difficult 
to project his tone through the thicker sound of the 
violin/viola and cello even though their tone quality at 
the end of the eighteenth century was not as rich as that 
of the modern instruments.
Tunings showr a corresponding change as the scordatura 
tunings of the Baroque were replaced by the standard tun­
ings of the classical period..
The transition from fretted to unfretted barytons was 
closely followed around 1730 Oy the change in shape which 
gave the instrument a brighter tone quality.
9. Murhardische Bibliothek der Stadt Kassel
10. Osterrisch.es Nationalbibliothek, Vienna
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iv) FINIAL AND PEG BOX
Baryton finials v:ere constructed in a -great variety of 
s h a p e s , as extant examples show, ranging from the simple, 
flat fronted type to detailed heads with moving parts. 
(Appendix C, Table 3/
By far the most common design incorporated a head. These 
were usually human heads although animal heads were occas­
ionally used. Fourteen of the instruments under discussion 
have heads as finials, of these ten have single human heads, 
one has two heads, two have lion heads and one has a full 
length figure. Of the human heads only one is female, her 
features and hair are painted and she wears a hat (Johannes 
Seelos - Late 17th century). The baryton by D.A.Stadlmann 
(1723) bears a similarly detailed head. This time it is a 
carved, coloured, male head with an open mouth and two 
feathers in his hat. The most unusual head is that found 
on the Itramer instrument (171^)» a male head with an open 
mouth from vrhich protrudes a mobile tongue and is crowned 
by a black hat with a red brim. The instrument by Jacob 
Steiner (16^7 ) has a pair of heads as its finial, the car­
ved heads of a girl and a boy encircled by snakes. The 
two instruments with animal heads are by Norbert Bedler 
(1715) and Joachim Tielke (1686). The simple lion head 
of Bedler*s baryton is far outsnadoved by the extraordin­
ary finial of the Tielke instrument - a grotesque but 
splendid triple lion's head. Jacques Sainprae (c1720) pro­
vides the only example of a baryton with a full length fig­
ure as its finial, it is crowned by a carved Orpheus (or 
David) playing a lyre, with putti below:.
Of the remaining instruments five have plain, flat-faced 
finials, one a conventional scroll and one lacks a finial.
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Tlie five flat faced finials are representative of the early 
period of the barytonfe develojmient, as they do not appear 
after the early eighteenth century. Their shape is a sim­
plified version of the viol-scroll which was usually hollow­
ed out. Its function was protective rather than decorative, 
although occasionally its face was inlaid (Anonymous, early 
eighteenth century).
The baryton by Joseph Neuner (late eighteenth century) has 
a true scroll of the violin type, although it is rather 
more chunky as it has to top a much broader pegbox. This 
instrument clearly shows the influence of the violin fam­
ily, in body shape as well as in the finial.
The one remaining instrument is the baryton by J.J.Stadl­
mann (l?99)» Once again this curious instrument is differ­
ent from all the others. It has no finial, simply a pegbox, 
covered in front and decorated by a small carved rose.
It can thus be seen that the finial, although not showing 
a strong development, moves away from the traditional viol 
type towards the decorative type. The latter, which com­
plements the often elaborate detail of the instrument, was 
used in preference to the violin-type scroll for that very 
reason.
On the majority of barytons the struts which formed the 
sides of the neck continue their taper up to the finial 
and thus also form the sides of the pegbox. These sides 
are then often reinforced internally with additional pieces 
of wood.
On five barytons the pegbox is left in this skeletal form 
(Hamig, 1756) but 021 the majority of instruments the peg­
box is boarded in at the back so that access is only avail­
able from the front (Tielke, 1686). Several pegboxes,
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however, are in neither form. The Kambl baryton (174p ) 
for example has a basic skeletal frame, but then bands of 
v:ood are added between the side struts to strengthen it. 
The J.J.Stadlmann baryton (1799) is open from the back 
only, as the front is boxed in, and decorated with a 
carved rose. The remaining three barytons have double 
pegboxes, ie. the pegbox is divided vertically by a 
piece of wood, the pegs for the playing strings then lie 
on the treble side and the lower manual strings on the 
bass side. On the Gedler baryton (1723) the treble side 
is closed at~the back but the bass side is open, whilst 
on the Bedler (1713) and the D.A.Stadlmann barytons (17^3) 
the pegboxes are closed from the back only. There appears 
to be a general trend away from closed pegboxes to open 
ones, but it is not frequent enough to be considered a 
major development.
The pegbox houses the pegs and wrest-pins fo i? both the 
playing strings and the lower manual strings, although 
their arrangement varies a great deal. The majority of 
barytons have lateral pegs for both manuals on both sides, 
eg. Alletse (Early eighteenth century). A variation on 
this type is the Seelos baryton (l684), where the pegs lie 
on the treble side only. The instruments with double 
pegboxes have a similar arrangement, on these, however, 
all the pegs for the playing strings lie on the treble 
side and those for the lower manual on the bass side 
(Gedler, 1732). On other instruments pegs were used for 
the playing strings only. The lower manual strings were 
attached to wrest pins. The barytons by Feldlen (164-7 and 
d 6 p 0 ) , Tielke (1686), kBgl (1697) and Sainprae (c1720) 
use this principle, although the pins are positioned in a 
variety of places. The Feldlen (164-7) and Kogl instru­
ments use wrest pins at the base of the pegbox at the 
front, whilst the Feldlen baryton (cl6p0) places them at
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tlie bac3c. Tielke positions tlie wrest pins on a block at 
the centre front of the pegbox, whilst Sainprae puts them 
along the sides of the pegbox as if their were lateral 
pegs. The use of wrest pins is confined to instruments 
made before c1720. Their replacement by pegs therefore 
is a minor but nevertheless notable development.
Two instruments are outstanding: the anonymous early
eighteenth century baryton and the J.J.Stadlmann baryton 
(1799)« The anonymous instrument is unusual in having 
three sets of strings attached to wooden pegs 011 the 
treble side of the pegbox, the second set to ten metal 
pegs 011 the bass side and the third set to metal pins in 
the bottom of the pegbox. The Stadlmann instrument places 
the pegs for the playing strings on the treble side. The 
twenty lower manual strings are attached, ten of them to 
small iron buttons and ten to long pins xolaced pn the 
side of the pegbox underneath the long, flat head.
O11 most instruments the pegbox is left plain but some are 
decorated. The baryton by Tielke (1686) is carved on the 
back with figures in relief, possibly a Venus in her char­
iot. Similar work can be found 011 the Sainprae instru­
ment (c 1720). The sides of the pegbox are carved in relief 
with acanthus bordering, and the back pierced and carved 
with five floral scrolls and strapwork. The nineteenth 
century baryton Toy Gutche also has a decorated pegbox.
Its back is pierced with four ornamental openings, sur­
mounted by a winged Cupid*s head. No trend is evident, as 
these pegboxes are decorated in keeping with the rest of 
the instrument.
v) STRINGS
All barytons have two sets of strings, an upper manual 
which is bowed, and a lower manual which is plucked.
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The number of upper manual strings varies between four 
(Sainprac, c1720) and seven (Seelos, late seventeenth 
century), although six appears to be the norm. The vib­
rating length of the bowed strings (Table h ) varies from 
62.2cm (Gutche) to 72.5cm (Stadlmann, 1799)j the average 
being 66cm. The length of the body is largely dependent 
upon the range of the playing strings, ie., the length 
of the body should equal the vibrating length of the 
string. This length, 66cm, is very close to the average 
body length of extant barytons, ie., 65cm. As the length 
of the body and the wave-length are compatible, the body 
will be .excited not only by the open strings but also by 
their harmonics, thus enriching the tone. Of the many 
resonance frequencies possessed by the body, there is one, 
the lowest, called the main wood resonance. This approx­
imates to the pitch of the central strings on the instru­
ment and enhances the tone by increasing the amplitude of 
the harmonics. It therefore gives the illusion of an in­
crease in the volume of the fundamental. The pitch of 
the main wood resonance therefore corresponds to the 
actual pitch of the instrument which approximates to that 
of the baritone voice. This resonance is further enhanced 
on the baryton by the sympathetic vibration of the lower 
manual which acts, not only as an independant plucked in­
strument, but also as a sympathetic resonator.
On all extant instruments the upper manual strings are 
anchored, at their lower end, to a tailpiece and at their 
upper end to lateral pegs positioned 011 the treble side of 
the pegbox.
The number of underlying strings varies on extant instru-
11. 12.ments from eight * to twenty-five, '"although reports on
these numbers vary a great deal.
11. Baryton - Anonymous - Claudius Collection
12. Baryton - Tielke - Victoria and Albert Museum
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13 14The Brossard ‘and Castil-Blaze ‘dictionaries describe
barytons which have up to forty-five underlying strings,
15 • 16Stoessel ‘reports the presence of forty and Junker
states that Anton Lidl, a baryton player at the Esterhazy
court, increased the number of underlying strings to
twenty-s even.
The most reliable source of information on the number of 
underlying strings is the introduction to J.G.Krause*s 
"IX Partien Auf Die Viola Paradon”:
"Kith regard to the manual or under-instrument, 
this was strung sometimes with 1 6, sometimes 
with 1 8, sometimes with 20 wire strings, the 
most comfortable instruments are those with 
18 strings.”
The number of underlying strings required in any one . 
composition is determined by the range of the bass and by 
the number of chromatic notes, thus the simpler the bass 
line, the smaller the number of strings required. The 
total number of strings required by any one piece never 
exceeds sixteen, the average being ten. The maximum 
number of pitches required in any collection is twenty- 
five, but the average is fourteen. A comparison of these 
figures with the details of the number of strings on ex­
tant barytons (Appendix C, Table 5) shows that the great­
est number of underlying strings on one specific instru-
17.ment ‘corresponds to the twenty-five required by the
18Kassel collection of tablatures. * Nevertheless it can­
not be assumed that the Kassel tablatures were written for
13- Sebastian de Brossard - ”Viola di Bardone” Dictionn- 
aire de Musique, Amsterdam: Estienne Roger
14. F.H.J. Castil-Blaze - Dictionnaire de Musique Moderne 
2 vols. Paris: ”Au Magasin de Musique de la Lyre 
Moderne” 1823 
15* Johann Christoph Stoessel and S. Johann David -
Kurtz Gefasstes Musicalisches Lexicon. Chemnitz, 1737 
16 . Carl Ludwig Junker - "Erfindungen” Musikalisches 
Almanach auf das Jahr 1782 (Alethinopel) p.103 
17« Baryton - TieIke Victoria and Albert Museum
18. Murhardisches Bibliothek der Stadt Kassel
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i) Some of
s e t o i
lour unde
■wouldere made
not liavc survived to the present day.
The pitches of the sympathetic strings are largely control' 
led by varying their length and density because the tension
upon the body must not cause the neck to buckle.
The Tielke baryton provides a great deal of information 011 
the lower manual strings, as it has a shaped cardboai'd box 
which fits exactly into the hollow behind the neck. This 
contains eight spools of brass wire of various gauges and 
manuscript sheets and cards giving the gauges and tunings 
of the sympathetic strings. The corresponding gauges are 
marked in ink alongside the appropriate wrest-pins on the 
instrument itself. (Appendix D)
On the majority of extant barytons, sixteen in all, the
lower manual strings are anchored at their lower end to a
20 .diagonal bridge across the bed.ly with a series of jpins" 
(Alletse, early eighteenth century). An alternative method 
is to pin the strings directly into the ribs of the instru­
ment along its base (hedler, 1715 ) •  J.J.Stadlmann (17^9)
19* See page 135
20. See Catalogue of Extant Instruments No.9
of the strings must be such that the pressure they exer 4-o
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employed a third method, by adding: a second tailpiece
beneath the main one. The upper ends were anchored, in a
variety of positions, in the pegbox, usually by wrest- 
21 .puns.
The anonymous early eighteenth century baryton deserves 
special, mention for its three sets of strings. The play­
ing strings of gut are attached at the upper end to wooden 
pegs in the pegbox and at the lower end to a tailpiece.
The second set, the resonance strings, are tuned by ten 
metal pegs in the pegbox and suspended on ten metal pins 
fixed into a diagonal bridge. The third set, the lower 
manual proper, is tuned by ten metal pegs in the bottom
of the pegbox its lower end is attached to the diagonal
bridge.
Few original strings have survived on the instruments. 
However, enough evidence is provided by the old and 
broken strings and the Tielke string gauge cards to assume 
that, in general, the playing strings were of gut and the 
lower manual strings of metal; the higher ones steel, the
lower ones brass. Thus no obvious change took place in
either the number of strings on the manuals, or in their 
method of attachment to the instrument. However, changes 
here would be unusual as it is the special characteristics 
of the strings which give the baryton its distinctive 
sound quality.
vi) TAIL PIECE AND BRIDGES
On all extant barytons the lower anchorage points of the 
two sets of strings and their bridges are independent of 
each other.
The upper manual strings are attached to a conventional 
tailpiece which is anchored to the base of the instrument
21. See Catalogue of Extant Instruments No.20
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by a stout peg which fits tightly into a hole at its lower 
end. The tail.piece changed little in shape during the 
baryton*s life but was decoratively inlaid and carved 
(Tielke 1686). Often this work matched the elaborate 
treatment of the fingerboard (Sainprae c1720).
The bridge of the baryton is a modification of the viola 
da gamba bridge. It not only has to support the upper 
manual strings but the lower manual strings must also pass 
beneath it unhindered. Its legs must therefore straddle 
the belly (Feldlen cl6f0). This design was adopted by the 
earliest baryton makers and remained unchanged throughout 
its development. The system of string anchorage and sup­
port for the lower manual is completely different. On the 
majority of barytons the two functions are combined by 
building a structure which acts both as bridge and anchor. 
This appears on eleven of the instruments in the form of a 
fixed bridge with anchorage points, glued obliquely to the 
belly and passing beneath the bridge for the upper manual 
(Norbert Gedler - 1723)• A variation of this method, found 
on five barytons, replaces the fixed bridge by a series of 
individual bridges positioned in the same way (joan Blasius 
¥eigert, 1720). On three instruments the strings cross 
over a fixed, oblique bridge before being anchored directly 
into the base of the instrument (j.A.Kambl, 17^ -5) • J.J.Stadl- 
mann (1799) replaces the bridge and pins by an additional 
conventional tailpiece, whilst J.C.Hamig (1756) anchors the 
strings in the base of the instrument. They then pass 
through the lower half of the modified bridge which acts as 
a bridge for them also.
A comparison of these instruments sho\^s that the two fea­
tures of the baryton which display an evolutionary change 
are the frets and the body shape. The step from a fretted
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to an unfretted instrument vas made around 1700, and this 
was closely followed around 17.1• by a change in the shape 
of the body from a gamba-like instrument with a concave 
base to a double-lobed body with a convex base. This 
closely paralleled the change in funtion of the instru­
ment, as it relinquished its role as a solo instrument in 
favour of a concerted one as it joined forces with the 
violin family.
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The baryton was essentially a chamber instruniont, having 
a soft and pleasing tone. It offered the advantage of 
being able to play melody and accompanitnen t on one instru­
ment simitltaneously, however this demanded the master}1* of 
a very complex playing technique. The baryton was not 
suited to the style of chamber music of the mid-eighteenth 
century. Similarly the music was not as characteristic of 
the baryton as the earlier music of Krause and his contemp­
oraries or the later music of I-Iauschla. Assuming that the 
baryton originated in the early seventeenth century, then 
by the middle of that century a surprisingly complex play­
ing technique had already evolved. This was described by 
J.G.Krause in the introduction to "IK Partien auf die Viola 
Paradon" which is addressed to "the amateur musician". It 
is a comprehensive account covering all aspects of playing
technique and as such is the only detailed source in exist-T. , Vence. It reads :
"As far as playing is concerned the beginner must at 
all times sit as relaxed as possible, on a chair or 
stool, with his legs over the edge of it and his body 
upright. He must hold the instrument firmly between 
well outstretched thighs so that the knees do not get 
in the way. He must also take care to move the bow 
in the right hand with a well outstretched arm (very 
freely) so that the upper .instrument (or viola da 
gamba) can be played sweetly.
As far as the lower manual or lower instrument is 
concerned the left hand must not be placed too firmly 
so that one can accomodate, with agility, both instru­
ments. The strings of the manual have to be plucked, 
by the left thumb with moderation because by jolaying
1 Appendix G
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"too strongly one produces hum and unpleasant noises, 
especially where one lias no proper dampers or so- 
called harp-stopping7 ’ Khen one or more strings are 
played in succession the thumb must always rest on 
the next highest string and not be moved until nec­
essary, otherwise one will never have a secure leit- 
hond technique. It is also to be noted that the 
numbers which are underneath the letters in the 
tablature must not be played, at the same time, but 
rather the bass should alternate (antiphonate) with 
the upper parts in so Tar as this is pleasing to the 
ear. "
The playing technique of the upper manual is therefore 
similar to that of the viola da gamba, and as such posed 
no new problems. However it was the simultaneous use of 
the upper and lower manuals which demanded complex tech­
nical manoeuvres. Krause highlights the problem of the 
identification of the pitches of the plucked strings. His 
solution is to let the thumb rest "on the next highest 
string" and not move it "until necessary" thus giving the 
player a reference point for subsequent notes. The pos­
itioning of the bass notes is also of interest as it empha­
sises the contrapuntal texture of the music. The chords of 
the upper manual would, of course, also be spread whenever 
they contain more than two notes.
The difficulties of this technique are amply documented in 
contemporary literature. Daniel Speer^* writes:
"One can hardly find any such artist who can play this 
instrument. In the course of my pilgrimages I happen­
ed to find only one single person at the episcopal 
court, Freysing, and I only saw one such instrument 
in my life, at the Hungarian village of Eperies.
2. This evidently refers to some mechanical device for 
dampening of which no trace can be found on extant 
barytons.
3. Daniel Speer: Unterricht dor 'lusicalischen Kunst. 1687 
P.91
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"The possessor of the instrument was a local music­
ian, Adam Bess lor who, being a famous violin maker, 
nia cl e 111 e i n s t rum o n t him self. M
Phils t even one hundred and fifty 2/ears later it is clear
that the technique was still not readil3r mastered for 
k .Schilling‘*statcs:
"The handling of this instrument is not an easy thing 
at all. In addition to good taste and sentiment it 
demands a high degree of artistic knowledge, which
can be acquired only  after exhaustive practice....
the neck and the fingerboard as well as the hidden 
harp were of such large proportions that one can 
hardly find hands large enough which could handle 
both of these at the same time."
The construction of the baryton went some way towards 
alleviating the technical problems of the player. Access 
to the strings of the lower manual was made possible by 
constructing the neck in the form of a frame, with two 
pieces placed parallel, at the same distance from each 
other and together supported by die pegbox. Bridging the 
intervening gap down one side is the fingerboard with, on 
its right, a wide board or gill behind which the strings 
pass, exposed at the rear. The technical problems were 
further moderated by the simpler textures of the Bsterhaz}7- 
baryton works. The baryton had to accompany itself no 
longer’ when it could call upon the services of a violin or 
viola and cello. However some technical problems were 
common to the performance of all baryton works whatever 
the style.
In order to discuss these problems it must be understood 
that the lower manual strings arc strung in ascending
- I . Gustav Schilling: Znc2/c 1 opadie dor Gesamnitcn
llusikalischen 1 8 S^ 2. Supplementary volume p. 1-S-9
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order fro;;! right to 1 eft with regard to hire player. The 
main point's to hear in mir.d arc therefore these:
1. It is more difficult to play the lover manual notes 
as tHey require a greater stretch, especially when 
played in combination with the lover notes of the 
upper manual. (Simultaneous use of bo th rarely occur
ba ry ton vo rk s )
The lover manual is plucked by the thumb only.
Rapid passages on the lover manual are unsuitable un­
less they contain successive notes.
-! . Ascending scalevise passages arc relatively easy what­
ever the tempo. Such passages are played b}^  sliding 
the thumb from right to left without plucking the 
strings individually.
p. Descending scalevise passages arc not so easy as the 
nail would strike the string first if slid. Each 
string must therefore be plucked individually result­
ing in a.slower tempo.
0. The continuous and simultaneous use of both bowed and 
plucked strings requires perfect coordination in add­
ition to considerably more left hand pressure than is 
required by normal stopping of strings.
7. Plucked notes therefore usually occur either singly or 
in ascending sequences.
The unaccompanied baryton works of the seventeenth and 
eighteenth centuries contained independently moving bass 
lines executed on the lover manual and a more elaborate 
lute-like polyphony 011 the upper manual. The instrument
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was therefore self sufficient. The appearance of such 
music is similar to that of harp or keyboard music.
Thus during the cataloguing of Albrechtsbergers works 
for the Esterhazy library, four harp concert! were err­
oneously catalogued as works for baryton. Looking at 
them it is easy to see how this could have happened, 
for, with relatively few changes, the music would be 
quite playable on the baryton. It is only the sequences 
of chords on the treble stave and the chords in the bass 
stave which makes their performance on the baryton im­
possible. Albrechtsberger therefore did not write any 
works for the baryton. Those mentioned in secondary 
sources are due to this cataloguing mistake. That he 
was acquainted with the baryton however is substantiated 
in his writings^*:
"Concerning the texture of baryton music...... the'
7 gat strings are generally played upon in double 
notes, while at the same time the underlying metal 
strings are plucked by the thumb."
This is no doubt a reference to the tradition of baryton 
playing represented by the collection of the Schlagl 
monastery which demanded a complex technique of this kind. 
It certainly does not refer to the type of music composed 
for Prince Nicholas Esterhazy which confined itself to a 
melody line only, double stops being exceptional.
s'
Leopold Mozart ’stated that "compositions had to be writ­
ten especially for the baryton", he added:
"It is, however, one of the most charming of instru­
ments."
This would suggest that Leopold Mozart was also acquainted 
with the more technically complex baryton music of the 
seventeenth and early eighteenth centuries, a technique
5. Albrechtsberger - Grundliche Anwcisung zur Komposition
6 . L. Mozart - Versucli einer grundlichen Violinschule
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•which, was revived in the early nineteenth century in the 
works of Viuzenzo Hauschka. Here the lower manual, pro­
vided a harmonic bass line whilst the bowed part realised 
the progressions in arpeggiated form. The texture changes 
very slightly in the Notturni where the guitar supplies 
the harmonies whilst the baryton provides the melody line.
The unique characteristic of the baryton, ie., the lower 
manual, provides a continuous independent bass line in all 
baryton works other than the "Divertimenti a Tre" written
for Prince Nicholas. In the divertimenti the use of the
lower manual is not so continuous. This is partly due to 
the limited tachnique of Prince Nicholas, but also to the
fact that the consistent and simultaneous use of the bowed
and plucked string is fatiguing and requires unusual co­
ordination. Furthermore when a baryton is accompanied by 
viola or violin and cello a continuous bass line is super­
fluous. The divertimenti still call upon the player, at 
times, to exhibit a high level of technique, often to add 
variety of colour.
The following examples will illustrate the different skills 
demanded of the player.
The lower manual is most frequently used as a bass line 
either to reinforce or to substitute for it:
blvCZTtnerOTv I . Hv?T. I
ma .
IIo
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Sometimes the plucked notes may serve as a melody line 
often to highlight a contrasting phrase:
ft or.
f J e i m A N N  • k w e f c  Tlt1 G V T O  9 .  N v T  1, 
✓ Oib__________________ f
— r/ IP -d r~y-
t  *•
¥
Via.
t
/
X
1 "^3 VZ
Cello ■&— / - £
The plucked strings may be used in unison or in octaves 
with the bowed melody:
N eumann : tweKTmewTo 9 . O v t  3 '  "Trjo
= S T = R
Bar, fc
 i-
I 3  lb 4- 5 6 7 8
/ T*- k iVia.
CeNi
IP
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The baryton may even bo used to provide a sort of echo 
effect. It is clear from this example that even in 
moderately rapid passages the lover manual is dominated 
by ascending sequences using consecutive notes:
N^UrtPiNfv) : X  M V T  T r i o
ItL._____     L _ J __
5
& f  *3*-m
r~T li r i £
Occasionally the baryton player is given a solo movement, 
in which case the problem of accompaniment is left entire­
ly to the solo instrument: (The viola and cello parts are
marked ”facet"),
HAHDfd • ^IU££T|NeNTo 10 *f M vt 3 .
-v— /-
%
Bar.
HZ
7 6
or a cadenza which demands from him all the technical 
shills needed to perform 13ie unaccompanied works . 
Cadenzas arc fairly numerous and appear in the Divcrti- 
menti of Haydn, Burgksteiner and Neumann. Tiro cadenzas 
from the same work rill serve as an example:
: j>jl££Tltf£Adro | 2  Nv/T. 2,
"fr
r   ^* «•
Despite the fact that two distinct types of music exist 
for the baryton, namely unaccompanied and concerted pieces, 
the basic demands of playing toclinique are remarkably simi­
lar, they a3^e :
1 . The lower manual is plucked- by left hand thumb only
and therefore no chords are possible.
2. Notes on the lower manual usually occur singly or in
ascending progressions.
p. Ascending scales can be produced easily by sliding
the thumb from right to: .Left,.
k .  In descending scales or steps each string must be
plucked individually.
5 • Multiple stops on the upper manual arc always spread.
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6 TTTD DOMING TECHNIQUE
Much, of a chapter upon the baryton1s boning technique
must be built upon surmise as no doc amen tary evidence is
known to exist. The only source of primary material is
in the form of two bows which have survived alongside the 
1 .
Ticluc baryton. Secondary-- source material is plentiful,
o o i !
however, in the writings of Playf ord, * Simpson, *J)* Mace
and Rousseau*'' * who record, in some detail, the bowing 
technique in use during the second half of the seventeenth 
century-. Therefore by studying these accounts a great deal 
of light can be thrown upon the probable bowing technique 
used for the baroque baryton works. For information upon 
the bowing technique used for the classical baryton works 
other sources have to be investigated. Again no primary 
source material is available, but as the baryton increas­
ing! y- shared features with the violin family, and indeed 
was usually- combined in ensemble with them, it is the 
eighteenth century- violin tutors0 * which must provide the 
secondary- source material.
Tn the baroque period it appears to have been the rule for 
low pitched viols that were held perpendicularly-, to hold 
the bow underhand. whilst the bow hold for smaller viols 
would have approximated to the present day- violin bow* hold.
1 . Append in II
2. Playford - An Introduction to the skill of -Mustek 1G j h
3. Simpson - The Division Viol 1667
h . Mace - Musicks Monument 1686
p. Rousseau - Traite de la Yiolc 1687
6 . Labadens - Nouvelle Methode pour Apprendre a Jouer du
Viol 021 (1772)
G.Lolilein - Anweisung sum Violinspielen - 1 757 
J.Reichardt - TJeber die Pfliclitcn des Ripien-Violinisten 
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M.Corrette - L fArt de se Perfectionner dans le Violin(l782) 
Schweigl - Verbesserte Gruncllehre der Violin - 1786 
Cromc - The Fiddle Mew Model»d (17S?)
J.A.Hiller - Airweisung zun Violinspielen - 1795
Bailleux - Methode laisonee x301-11" Apysrendre a Jouer du
Violon - 1796
Cartier - L fArt du Violon - 1798
Bornet- Nouvelle Methode do Violon (c1807)
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The earliest descriptive account of this boi:±ng technique 
can be found in Playford* s nAn Introduction to the Shill 
of rlusich” . His advice begins:
"In the choice of your Viol Bov, let it be proportion­
ed to the Viol you use, and let the Hair be laid stiff, 
and the Bov not too heavy*, nor too long. M 
The type of bov referred to by Playford commonly had a 
tired nut, the tension of the hair vas therefore set by 
the maker. However should the bov hair have an adjustable 
nut the bov should be tightened so that the stick bends 
outwards and the hair is “laid stiff”. He continues vith 
directions on the bov hold:
"In the holding of your Bov, observe this Rule: Hold
the Bov bctvirt the ends of your Thumb and your Fore­
finger, an Inch below the Hut, the Thumb and first 
Finger resting on the Hood, the ends of your second 
and third Fingers staid upon the Hair, by vhich you 
may poise and keep up your Bov*. Your Bov being thus 
fir’d, you must draw it over one string, and then 
another, In a right angle, about tvo or three Inches 
above the Bridge, making each several string yield a 
clear sound.” 
and on the movement of the right arm:
”In the moving your Bov observe this Puile, vhen you 
see an even number of Quavers or Semiquavers, as 2, 
h , 6, or.8 , tyed together, you must begin vith your 
Bov forvard, though the Bov be dravn forward the Note 
before; but if the number be odd, as 3» 5 > or 7 (vhich 
is by reason of a Prick Note or an odd Quaver Rest), 
then the first Note must be plaid vith the bov dravm 
backvard.”
impson, in ”The Division Viol”, provides us vith an even 
lore detailed account of boving technique. Like Playford
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he begins with a description of* the bow noting its length 
and proportions:
”3. Tfhat kind,' of* Bow.
A Viol-bow fo3r Division, should be stiff, but not 
heavy. Its length (betwixt the two places where the 
Hairs are fastened at each end) about seven and twenty 
Inches. The Nut, short. The height of* it about a 
lingers breadth, or little more."
Alter a brief section on ’’How to hold or place the Viol” 
he continues with his ideas on right hand technique.
”5• How to hold and move the Bow.
Hold the bow betwixt the ends of* your Thumb and two 
foremost lingers, near the Nut. The Thumb and first 
finger fastened on the Stalk; and the second fingers 
end turned in shorter, against the Hairs thereof; by 
which you may poise and keep up the point of the Bow. 
If the second finger have not strength enough, you 
may joyn the third finger in assistance to it; but in 
Playing Swift Divisions, two fingers and the Thumb is 
best.
Holding the Bow In this posture, stretch out your arm, 
and draw it first over one String and then another; 
crossing them in right angle, at the distance of two 
or three Inches from the Bridge. Make each several 
String yield a full and clear sound; and order your 
knees so, that they be no impediment to the motion of 
your Bow.”
Many details and their mode of expression are similar to 
Playfords, eg:
”10. A Rule for the Motion of the Bow. 
l/lien you see an even Number of Quavers or Semiquavers, 
as 2, k ,  6, 8 . You must begin with your bow forward, 
yea though the bow were imployed forward in the next
80
"Note before them. But iP the Number be odd, as 3>
3, 7; (vhich always happens by reason of some Prick 
Note or odd Pest), the Pirst of that odd number must 
be played vith the bov Backward. This is the most 
proper motion oP the Bov, though not absolutely with­
out some exception: for sometimes the quickness oP
the Notes may Porce the contrary,......Also quick
Notes skipping Prom the Treble to th e Bas s , and so 
pursued, are best expressed vith contrary Bovs......
One problem vhich vas not tackled by Playf*ord, but is dis­
cussed in some depth by Simpson is the conflict in Viola 
da Gamba technique between the relative merits ox the stiPP 
or loose elbow:
n 1 2. The Motion oP the Bight Arm and Nr istM .
1 Told you bePore that you must stretch out youi” Arm 
straight, in vhich posture (playing long Notes) you 
will necessarily move your shoulder Joint; but iP you 
stir that Joint in quick Notes, it will, cause the 
whole body to shake; vhich (by all means) must be 
avoyded; as also any other indecent Gesture. Quick 
notes must thcreiorc be expressed by moving some 
Joint hearer the Hand: which is generally agreed upon 
to be the Hrist. The question then arising is about 
the menage oP the Elbov-Joint; concerning which there 
are two cliPPcrent opinions. Some will have it kept 
stiPP, Insomuch, that I have heard a judicious Violist 
positively axPirn, that iP a Scholar can but attain 
to the playing oP Quavers vith his Hrist, keeping his 
Arm straight and stiPP in the Elbov-Joint, he hath 
got the mastery oP the Bov-IIand. Others contend that 
the motion oP the Nrist must be strengthencd and ass­
isted. by a compliance or yielding op the Elbow-Joint 
unto it; and they, to back their Argument, produce for 
instance a aerson Pamous for the excellency oP his Bov
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"hand, using a Tree and loose Arm. To deliver my ovn 
opinion; I do much approve the streighfcness of the 
Arm, especially in Beginners, because it is a means 
to keep the Body upi'ight, which is a commendable 
posture.”
Many of Simpson’s directions on Viola da Gamba technique 
are echoed by Mace in his ”Musickfs Monument" some years 
later. In his discussion of the bow Mace actually quotes 
Simpson word for word and then continues:
"Yet I must confess, that for my own Part, I could 
never Use it so well as when I held it 2 or 3 Inches 
off the Nut (more or less) according to the Length 
or Height of the Bow, for Good Poyzing of It: But
ftis possible, that by Use I might have made It as 
Familiar to Myself, as It was to Him."
Later Mace discusses the controversial problem of the move­
ment of the elbow. Unlike Playford, who ignores the prob- 
lem? or Simpson, who gives both sides of the argument and 
then merely states his preference, Mace presents a solution: 
"So likewise, for the Exact Straitness of the Bow-Arm, 
which some do Contend for, I could never do so well, 
as with my Arm (straight enough, yet) something Ply-
t'
ing, or Yielding to an Agile Bending: and which I do
concieve most Familiarly Natural. (For I would have 
no Posture, Urged, Disputed, or Contended fox'; that 
should Cross, or Force Nature.)"
7.However on this problem it was Rousseau ‘who had the final 
word, he expressed what appeared to be the consensus of 
opinion:
"To manage the bow, the wrist must be advanced inwards 
and, beginning to push the bow from the end, the wrist 
must follow, yielding: which is to say that the hand
7- Translation by Natalie Dolrnetsch
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"must advance in-wards, and when one pulls the bow 
bad: one must carry the hand outrards, following 
the arm without pulling the elbow; .for one must not 
advance it 011 the forward stroke nor take it back 
on the backward one."
Both concluding therefore that the elbow movement should 
be a natural result of the movement of shoulder and wrist, 
bending only when necessary and never held completely 
stiff:
..."so that the hand may carry itself naturally and not 
be constrained." (Rousseau)
Unlike the complex contrapuntal techniques of the baroque 
works which demanded the bowing technique of the viola da 
gamba family, the much simpler textures of the classical 
works and the fact that the baryton was used in consort 
with the violin family invited the introduction of their 
bowing techniques. These techniques, which are identified 
as those of the transitional period of bowing, are repres­
entative of a period marked by experimentation and develop­
ment. There was no sudden change, only a gradual evolu­
tionary process which reached its peak in the Romantic 
period when a new and lasting technique was established 
by Paganini and his contemporaries. The main stimulator 
of these changes was the introduction of the Tourte bow 
which could not have had a noticeable effect until the late 
1730*s. kith the advent of this bow the underhand bow hold 
of the baroque was quickly replaced by the overhand position 
of modern day string technique, although the position of the 
thumb in relation to the fingers on the bow was disputed for 
many years. Once again the final solution was the one that 
allowed the hand to be most relaxed and therefore was dep­
endent on the size and shape of the individual1s fingers.
Much material on transitional bowing technique is contained 
in the many violin treatises of the period, however a corn-
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parison of these shows that they describe the same general 
trends vhich. culminated eventually in the new technique.
The basic bov stroke vas a non-legato one:
’’Because of* the initial slackness or ’’give” of hair, 
the early bov does not produce its Tull tone at the 
first contact of the hair vith the string, but only 
after some finger pressure has been exerted vhile 
starting the stroke....vhich causes a momentary soft­
ness followed, by a crescendo to the full tone at each 
stroke. *
Early examples of the Tourte bov have more "give” in them 
than modern ones, a feature vhich vould enhance this type 
of bov stroke.
A rather more radical feature of the transitional tech­
nique is that of varying the dynamic range of a single
9 .note, as described by Geminiani in 1751s
"in playing all long Notes the Sound should be begun
soft, and gradually swelled till the Middle and from
thence gradually softened till the End."
The characteristic bov stroke vas therefore one vhich
gradually crescendo and then diminuendod, paralleling
voice production techniques of the age:
"The primary' source of emotional expression, "the soul
of the violin" vas the bov, vith its constant rise
and fall of dynamics producing in skilled hands not
only a singing but also an elegant, chiaroscuro
10.speaking quality."
11.A point further substantiated byr Corrette ’in 1782:
J J 
< >  <> <>
"In order to swell the tone on a long note, one must
begin by drawing the bov on the string vith softness,
Sol Babitz: "Differences between (jj8y and Modern Violin
Bowing". The Score and IMA Magazine (March 1957) p. 2
Geminiani, F - The Art of Playing on the Violin London 1751
Babit z Op. C i t .
Corrette Op. Cit.
8k
y 
10 
1 1
'then increasing it in the value of the note and 
finish as one began, vibrating the finger a little 
on tlie s t r i rig.I!
Labadeas in 1722 gives a detailed description of the
technique then in use and, advises an attach at the start
11 12.of each note,whilst Lohlein^a few years later (17^7 ) ex­
pressed the desire for an even note:
"The bov’s greatest- strength is at the frog; the
greatest weakness is at the tip. The more one
draws down bow, the more one must give pressure, 
if one wishes to have a full, equal tone. And 
also the opposite."
In addition to the basic non-legato stroke the player
used a variety of others ie:
i) staccato stroke - executed by either lifting or 
bouncing the bow. 
ii) portato - where notes are articulated within a slur 
by a slight pressure of the bow on each note, 
iii) ricochet - the relaxed stroke.
Tvhichever stroke was used the attack was never harsh or 
clearly accented, hence the sound was soft, round and 
mellow.
12. Lohlein - Op. Cit. p.20. Translated by Pamela 
Goldsmith
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7 PERFORMERS AND PERFORMANCES
The earliest notable exponents of tiie baryton were the
seventeenth century Rowe brothers and Henry Butler, three
English viol players who Bled to the continent to avoid
religious persecution. No accounts of* their performances
have survived and they can onby be connected with one
collection of baryton music and even here the link is ten-
-]
tative. A manuscript in the Kassel Collection, 'composed 
c1653-1670, contains some baryton tablatures initialled.
N.R, which Einstein 'has attributed to 1/althcr Rowe (Senior)
Nliat seems to be the first account of a performance on the 
baryton is contained in a letter from Christian Huggens to 
Mersenne dated November 26th, 16^6. It says:
r>
"On dit que le merveilleux Stepchen 'crrcst (de la 
Musique dl*Electeur de Brandenbourg), aufil fait plus 
des miracles sur la violc da gamba, qufliomme qui fut 
jamais, qufautre en fait encore d ’avantage sur la
viole garnie derriere la manche et ailleurs de chordes
b .d f arrain. ’”
It is, however, unlikely that this refers to the baryton, 
which was relatively unlmoim before the latter part of the 
seventeenth century. The instrument referred to is most 
probably the lyra viol invented by Daniel Farrant at the 
beginning of the century.
The first baryton performer to have his achievements re-
fi
corded in depth was August Kuhnell. Not only was he re­
nowned as a great virtuoso 011 the baryton and viola da
gamba but also as one of the known composers of his day,
1. French Tablatures for Baryton: Murhardische Bibliothek
der Stadt Kassel. 2°IIs.Mus 61 w
2. Einstein, A - Zur Deutschen Literatur fur Viola da
Gamba. p .38
3. Dietrich Steffkens,see Appendix C
b . It is said that the wonderful Steffkensis there (of the
music of the Elector of Brandenburg) doing more wonders 
on the viola da gamba than any man that ever was, besides 
he does still more 011 the viol fitted at the back of the 
neck with the metal strings.
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studying under A, St offani. In 160J lie made a visit to
England vhich included a series of concerts publicised
by the London Gazette 011 19th November:
"Several sonatas composed after the Italian vay, lor
one or tvo bass viols vith a thorough-bass, being
upon the request of several lovers of Musick (who
have already subscribed) to be engraven upon copper
plates are to be performed on Thursday next, and
every Thursday following at six of the clock in the
evening, at the dance school in IJalbrook, next door
to the Bell Inn, and on Saturday next and e v e r y
Saturday at the Dancing School in York Buildings
at vhich places will be also some performances on
n
the Baritone, by Mr. August Kuhncll, the author of 
this Musick. Such vho do not subscribe, are to pay 
their half crovn, towards the discharge of perform­
ing it."
Unfortunately no critical account of the concert series
t!
appeared, so that Iiuhnell’s impact upon his audience can 
only be guessed at.
The only other seventeenth century baryton player vho
can be positively identified is Johann Glettinger.
‘I.Ualther"* reports that Glettinger, vho vas better knovn as 
the organist of the Hauptkirche St. Elisabeth in Breslau, 
vas taught by his father to play the clavier, violin, 
viola da gamba, viola di bardone and harp as veil as 
other instruments I There is no further evidence to his 
having had any association vith the baryton.
In 1721 the Imperial Chapel of Vienna engaged Marc Antonio 
Berti, at an annual salary of five hundred and forty florins, 
as baryton player, a post vhich he held for nineteen years.
He vas the last baryton player at the Imperial Chapel, as
5, Gottfried Johann TJalther, Musikalisch.es Lexicon (Leipzig: 
NoIfgang Deer, 1732)
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the baryton was not used there after 17^0 . It was Berti * s 
playing at the chapel in which Leopold Mozart' 'first heard 
the baryton, and lie reported:
"This instrument has 6 or 7 strings which are plucked 
with the thumb, so that, while the bow touches those 
over the finger-board, the thumb plays the bass part 
on the metal strings. For that reason the music to 
be performed on tills instrument has to be specificall}r 
set for it. It is, however, one of the sweetest and 
most pleasing 'instruments.1 
However Dr. Burney1‘after hearing a concert in London by
o
Andreas Lidl * was no t so impressed:
"The late Mr. Liddle played with an exquisite taste 
and expression upon the ungrateful instrument (the 
viola da garaba), with the additional erabarrassnent 
of bass strings at the base of the neck with which 
he accompanied himself, an admirable expedient in 
•a desert, or even in a house, where there is but one 
musician; but to be at the trouble of accompanying 
yourself in a great concert, surrounded by idle per­
formers who would take the trouble off 3^0ur hands, 
and leave them more at liberty to execute, express, 
and embellish the principal melody, seemed at best 
a work of supererogation."
Despite Burneys comments, Lidl was one of the foremost
baryton virtuosi of the eighteenth century. His pla3r-
ing was greatly admired by his contemporaries for its 
richness of tone and delicacy of style. He extended the 
playing technique by increasing the number of underlying 
strings to twenty-seven by including semitones. His 
London debut in 1773 was a great success, giving concerts 
together with the famous GIulo Hegondi, who played a kind 
of concertina called the melaplion, a novelty combination 
which took London by storm.
(3 . *Leopold Mozart - Versuch einer grundlichen Violinschule 
Augsburg. 1756
7. Charles Burney - A General History of Music. 1739
3. Andreas Lidl - See Appendix I
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Lidl* s greatest contemporary was Lari Franz/'who was one 
of the few and foremost virtuosi on the baryton, an in­
strument which his contemporaries described as "the fin­
est and most difficult of instruments." At the a.ge of
I!
twenty he entered the service of the bishop of Olmutz as 
a horn player, and became one of the finest virtuosi of 
his time. After the demise of the bishop he entered the 
chapel of Prince Nicholas Esterhasy, who induced him to 
take up the baryton. Leaving the Prince’s service he 
joined the chapel of Cardinal Prince Batyanl of Pressburg 
until the accession of Joseph II. He then turned to Vienna 
and in the space of two years gave twelve concerts on the 
baryton. From 1736-1733 he travelled in Germany, France, 
England, Holland and Hussia with his baryton.
Two accounts from his concert tour have survived. The
10.first written by Friedrich A. Heber describes the sound 
qualities of the performance which he found pleasing:
"One seems to hear gamba and harp at the same time...
In 1736 I heard him play music written for his in­
strument by the indefatigable Joseph Haydn. The 
delicacy of his bowing, and his dexterity in draw­
ing out the bass notes by moans I have mentioned, 
surpassed the expectations of the most fastidious 
connoisseurs. His. ada.gio sostenuto moved me to tears, 
something no other virtuoso has accomplished, before
or since."
11.The second 'describes how the sound of the baryton changed 
a man * s who1e life:
’’After I had played, an old gentleman came up and said 
1 I was forced to come here for I am an enemy of music. 
However your playing and. your instrument please me, it 
seemed like pineapple (es kommt mir vor, wie die 
Ananas); One hears that music, but one docs not know
9. Karl. Franz - See Appendix I
10. ' F . A.Keber, "Charakteristik der Singstimmen. .. " 1733 p ft4-7
11. Georg Meusel, Museum. . . (Mannheim, 1733) 4th part (stuck)
p . 100
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”what one hears because everything unites in it with 
such a wonderful harmony.* X later heard that after 
this concert this gentleman often went to concerts 
and has thus become a new man.”
That Franz was one of the greatest exponents of the bary­
ton is further reinforced by the fact that Haydn wrote 
his cantata ’’Deutschlands Klage auf den Tod des grossen 
Friedrichs” for Franz, who sang ”with a sympathetic voice
playing the original baryton accompaniment at the same
+• „12.time.”
Karl Franz was succeeded at Esterhaza by Anton Kraft.
Kraft was appointed as first cellist in the Esterhazy 
orchestra, and his fame rests on the success of his per­
formance of Haydn’s Cello Concerto in D major. Kraft 
learned to play the baryton in order to be able to accom­
pany his master, Prince Nicholas, for whom he composed
1 3several trios for two barytons and cello. At the per­
formance of these trios Kraft played the second baryton 
part. On one occasion he is said to have given the second 
baryton a solo. The prince stopped playing, removed the 
part from Kraft’s stand and played it himself sayings
”In future, write solos only in my part. That you 
play better than X is your duty and nothing to your 
credit.”
Grove reports that Beethoven held Kraft’s playing in very 
high esteem.
12. F. A. Weber, Charakteristik der Sigstimmen und Einiger 
Gebrauchlichen Instrumente
13* Ferdinand Pohl: Joseph Haydn 3 vols. Berlin 
1875 - 1927 I. p . 2 5 2
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H g often laid stress on the fact that Kraft should pla}r 
the cello part vhen any of his nev works were performed.
In one of his letters Beethoven 'had this to say about 
him;
"I don’t deny, as probably you won’t either, that 
Kraft’s piayivy; has always caused us the greatest 
J oy. "
The Maecenas of the'baryton was Prince Nicholas Esterhazy. 
lie was responsible for the creation of more music for the 
instrument than any other patron, despite the fact that 
it was really an anachronism in the eighteenth century at 
the dawn of the classical style. As composer in residence, 
Haydn quite naturally was required by contrast to produce 
works for the prince to perform in the privacy of his own 
chambers.
"to compose, at every command of His Serene and
Princely Highness, any such music as the aforesaid
1 A-.Princely Highness may desire...”
In fact in the golden age of the instrument from 1765” 1775 
Prince Nicholas urged Joseph Ilaydn to write more and more 
pieces for the instrument which he could perform:
"Finally, Capellmeister Haydn is urgently enjoined to 
aPPly himself to composition more diligently than 
heretofore, and especially to write such pieces as 
can be played on the gamba (meaning baryton), of 
which pieces we have seen very few up to now; and to 
be able to judge his diligence, he shall at all times 
send us the first copy, cleanl}^ and carefully written,
-j —’
of each and every new composition." Oct. 17^5 ^ *
A request which Haydn complied with and subsequently re­
ceived the following communication:
"This very moment I received three pieces from Haydn, 
and I am very satisfied with them. You will, there­
fore, see that he gets 12 ducats from the cashiers’ 
office in my name; tell him at the same time to write
1k . P .Hughes - Haydn. p .33
15• H.C.Pobbins Landon - The Collected Correspondence and 
London Notebooks of Joseph Haydn. p.5.
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"6 more pieces similar to those lie sent me, and also 
2 solo pieces, and to sec that then axne sent here at 
once...." Jan, 17 7 6 
Haydn had already composed a good deal oF music lor the 
baryton by 176-3, but it can be s m s e d  that the Prince only 
ranted to increase the proportion oF music -written for his 
instrument. From this time onwards Haydn composed a steady 
stream oi baryton works For the prince as can be seen From 
another letter, this time From Haydn:
"Most Serene Highness and Noble Prince oF the Holy 
Roman Empire Gracious and Dread Lord! The most joyous 
occasion oF your name day (may your Highness celebrate 
it in divine Grace and enjoy it in complete well-being 
and Felicity!) obliges me not only to deliver to you 
in proFouncl submission 6 new Divertimcnti, but also to 
say that we were delighted to receive, a Few days ago, 
our new "Winter clothes - and submissively to kiss the 
hem oF your robe For this especial act oF grace: add­
ing that, despite Your Highness1 much regretted ab­
sence, we shall nevertheless venture to wear these 
clothes For the First time during the celebration oF 
High Mass on Your Highness1 name day. X have received 
Your Highness* order to have the Bivertimenti I wrote 
(twelve pieces in all) bound. But since Your Highness 
has returned some oF them to me to be altered, and I 
have now noted the changes in my score, I would respect- 
Fully ask you to let me have the First twelve you have 
at hand For three days, and then the others, one after 
the other, so that apart From the required changes, 
they may be all neatly and correctly copied and bound: 
in this connection, I would like to ask respectxul3.y 
in which way Your Highness would like to have them 
bound?" Dec. 1766^ *
16. F.Pohl - Joseph Haydn Vol.1 po.248
17* H.C.Robbins Landon - The Collected Correspondence and 
London Notebooks oF Joseph Haydn. page 6
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The constant demand for baryton music posed problems for 
Haydn. The prince was somewhat limited technically; in 
all fairness to him, part of this was due to the formid­
able difficulties of the baryton. But, at the same time 
he had very good taste which demanded music of quality.
Haydn had to consider Prince ITicholas * s vanity and resent­
ment at being outshone by the accompanying professional 
players. On the other hand, an accompaniment that was too 
simple could equally cause offence. He therefore wrote 
within the prince*s capacity and aimed at the same level 
in the two accompanying parts. The limitations of the 
prince’s technique prompted Iiaydn to take up the baryton 
in an attempt to show his master that it could be played 
in a wider range of keys and in a way which the prince did 
not believe possible. However the prince was far from 
pleased as the following account shows:
’’The Prince loved music and played the baryton him­
self. He considered that music for the instrument 
should be confined to one key. Haydn was not able 
to decide with any certainty about this as his know­
ledge of the instrument was very'" superficial, but he 
believed it must be suitable for several keyrs .
T/liilst Haydn, unknown to the Prince, was investig­
ating the nature of the instrument, he took a liking 
to it and practised it, for want of other time, late 
at night, with the intention of becoming a good play­
er. He wras often disturbed in his nocturnal studying 
by his wife’s scolding and quarelling, but he did not 
lose patience and attained his aim in six months.
The Pr.ince still knew nothing. Haydn could not resist 
a little show of vanity any longer. He played in the 
presence of the Prince and thought he would earn no 
end of praise. However, the Prince was not at all sur­
prised. He took it as a matter of course and merely7- 
said,
"You’re meant to know these things, Iiaydn!”
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"X understood the Prince perfectly," Haydn told me 
"and although at first I nas hurt by his indiffer- 
ence I one it to his curt reminder that I suddenly 
gave up the idea of being a good baryton player.
I remembered that I had already gained some reput­
ation as a Capellmeister, and not as a practising 
virtuoso. I reproached myself that I had neglect­
ed composition for half a year and returned to it
18with renewed seal."
The nineteenth century produced only one baryton virtuoso, 
Sebastian Ludwig Priedel. He received his musical educ­
ation from the "Hofmusikus" Simon, and the famous Peter 
Ritter at Mannheim, becoming a virtuoso on both baryton 
and cello. Prince Carl Theodor, a patron of the arts,
presented him with a baryton made by Tielke, which was
19.richly inlaid and set with precious stones.
Vinzenz Hauschka was both an exponent of and composer for 
the baryton. He became a choirboy in Prague where he stud­
ied music theory under Seeger and the cello under Joseph 
Christ. He became a competent but not a virtuoso performer 
on the instrument. Hauschka*s compositions include works
for the baryton: "Five Duos for Baryton and Cello" (Probably
20destroyed) "Six Canzonetti Italiani" and "Five Notturni."
21
The Allgemeine musikalisches Zeitung ’of .1814 reports on a 
performance of Hauschka*s five duos which were not well re­
ceived:
"a duet on the pariton (also called bariton - baritono) 
and violoncello with the accompaniment of orchestra by
Mr Hauschka and performed by him and Mr Lieber.......
deadly boring. The violoncello playing by Mr Hauschka 
is generally appreciated: he appears to have no calling 
in composition."
18. A.C.Dies - Biographische Nachrichten von Joseph. Haydn, 
Vienna 1810
19. The instrument is no longer in existence.
20. Manuscripts housed in Library of Oesterreichische National- 
bibliothek.
21. "Nachrichten" Allgemeine Musikalische Zeitung. XVI 
(March, 18 14) p .200
9k
The peculiarities of construction and the left-hand tech­
nique constituted the most striking characteristic of the 
instrument to Haydn, and his contemporaries.
"One believes he hears a gamba and a mandozither to­
gether."
O O
writes J.J.Klein. ‘ To C .b. Junker''> * the baryton sounded
c ompl etcly cl iff e rent:
"Indeed for all its resemblance to the viola, da gamba,
the baryton has in its make-up something of almost
every instrument."
P‘T .Whilst Weber ~ ‘ * in an essay 011 the effects of music describes 
the sound slightly differently:
"One seems to hear a gamba .and a harp at the same time.*
He then goes on to describe the type of music usually played
on the baryton and in doing so throws light upon the tech­
nical problems which confronted the performer:
"Only is it a shame that we heard nothing but Adagios 
and Andantes. It appears almost impossible to over­
come the technical difficulties confronting the per­
former to be able to bring out an Allegro, and there­
fore the mood is very much on the melancholy side."
Weber1s account of the mood of the music is further sub­
stantiated by Choron and Fayol 1 e : *
"All those who have heard that instrument agree in
attributing to it an effect of gentle melancholy."
Although the most active period of baryton-playing occured
during the seventeenth and eighteenth centuries, a tradition
of baryton playing has survived even to the present day.
o u
Van der Straeten~"* tells of the at tempted revival by Fell:: 
Battanchon, who acquired a brilliant technique and met with 
great success as a virtuoso on this instrument. Between
• • •
n n J.J.Klein: Lelirbuch der tkcorctischcn I-Iusik (Amsterdam) 
Carl Ludwig Junker: musical Almanack - 1732 
F.A.Weber: Charakteristik der Sings tinmen. July 1738 p. 
A.B.Choron e E . J .It.Fayollc "Karl Franz" Die tionnaire 181 
ID. S. Van der Straetcn - History of the Violoncello
(London:1913) P»529
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0-11
1G’: 6-7 lie endcavourccl to revive tlie baryton, but vas un­
able to awaken more th.an a passing interest in its favour,
Greilsamer~ ' ‘wrote that the divertimenti attributed to
Neumann and Buryks teiner uere owned by Adolplie Gutclie of
Berlin, an instrument maker who took part in a little
group performing old music on authentic instruments among
og
which was the baryton./'
These same trios were owned later by the Berlin Concert 
Master, G.Gutschc, from whose estate they were bought afte: 
his death by Daniel Frykland. They were subsequently don­
ated to the Musikhistoriska iluseet in Stockholm and have
been used in performances on the museum*s baryton played
2 9 .by Claude Geneta.y, * in a concert series sponsored by the 
museum.
A baryton also turns up at a mid nineteenth century meeting
of an antiquarian society:
"Mr Lidel on the 22nd November 18^ 19 exhibited at a
meeting of the Society of Antiquarians a viol-shaped
instrument made-by Tielke, 1687, which he called a
barytone. Xt had six gut strings passing over a
bridge and 11 steel strings....Mr Lidel informed us
that it had been given to his grandfather who was the
composer of Lidel*s "Duets for Violin and Tenor" and
other music where the viola is brought prominently 
inn
forward.
Other evidence indicating a continuing tradition of baryton 
playing exists in a baryton labelled:
OSNALD MOECKSL/ERBAUT BERLIN 1911
27. Greilsamer: "Le Baryton du Prince Esterhazy." p.^5~5^
28. The Boston Museum of Fine Arts owns a baryton by Adolphe 
Gutclie, 'probably the one upon which these trios were 
played.
29. Performances took place 29th November 1953 and 10th 
November 1957 *
30. Sandys e Forster: History of the Violin. 186k
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Tlie "Oes tcrrcichisohe ChrondJte •. ..... .Salzburg” contains an 
account of a performance using:
11 tliat forgotten instrument the baryton” 
in which tlic harpsichor dist Schv e inb er ge r and his ensemble 
Pitcimic (viola) and wife (cello) performed five of Haydn* s 
baryton divertirnenti in the dancing master’s room of Mozart’s 
house.
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SECOND PART : THE MUSIC
98
8. CATALOGUE OF EXTANT BARYTON MANUSCRIPTS
Listing only those manuscripts which have been located 
and which lia.ve been seen or copies obtained.
INDEX
Anonymous
Various
Tablatures of Academy 
Sciences of USSR, 
Leningrad
of
3. J.G.Krause
4 . At t i1i o Ari o s t i
5 . J oliarji Jose ph Fux
6 . Various
7. Various
8 . Luigi Tomasini
9 
10 
1 1 
12
13. 
1 4
Luigi Tomasini 
Joseph Burgksteiner 
Alton Neumann 
Joseph Fiala
Vinzenzo Hauschka 
Vinzenso Hauschka
Tablatures of Kassel. 
Collection, Kassel.
IX Partien auf die Viola. 
Paradon
Poemetto Drammatico - 
Marte Placato,
Aria - Sa* il Crudel
Oratorium - II Ponte 
della Salute 
Aria - Non T ’Amo
Collection of Archive of 
the Prior d. Stiftes, 
Schlagl
Ahlgrimm/Fiala Collection
24 Divertimenti a tre per 
il Paridon, Violino e 
Violoncello
Divertimento(Mocturno a 
Paridon, Viola con Violone
2k Divertimenti per il 
Pariton con Viola e Basso
24 Divertimenti per il 
Pariton con Viola e Basso
Sonata per il Viola da 
Gamba con Violino e 
Violoncello
VI Canzonetti Italian!
Notturni
1614 
c 1653-1670
cl 700
1707
1716
c1750
c1750 
Late (£§y
Late <(8y 
Late (fSv 
La t e <£Sy 
La t e (8y
Early <^ 9y 
f a i r l y  ( \9 y
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1. TITLE :
CCMPOSER(s ) : 
DATE ;
PRESENT LOCATION 
CALL MARK :
NO COLLECTIVE TITLE. SHORT PISCES, 
3 0? IE NAMED 
ANONYMOUS 
1 6 1 E
ACADEMY OF SCIENCES OF THE USSR,
LENINGRAD
ON 12 k (XKj/lIl)
CONTENTS 20'!- anonymous works, notated in 
tablature, of which 27 are Tor 
baryton and the remainder For lute.
DESCRIPTION : The manuscript is in the Form oF an 
album 20cm x l6cm oblong with 101p. 
The album is backed in parchment- 
covered cardboard which bears the 
date 1614. The title page is miss­
ing. p .1 bears an emblem which in­
corporates two swans, a crown and 
the monogram SMDZ:
The menuscript is written in the same 
hand throughout.
ORIGIN The manuscript became the property 
oF the Academy oF Sciences during the 
eighteenth century' From an unknown 
source. It is the only manuscript in 
the library which bears the swan em­
blem, its signiFican.ee is unknown.
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'TTLS : NO COLLECTIVE TITLE, SHORT PIECES,
SO”E T^AMT..« I Li' 1 jlj\J
CCNPOSER(s) : M . G A U T I E R ,  ■ JOH: JEN:,PINELLE,U.R^
D .S , YOUNG
RATE : , c1653-1670
PRESENT LOCATION : I LASSSL COLLECTION, MURHARDISCHE
BIBLIOTHSK DER STADT KASSEL
o L2r* at t 'f a • o  i»-To „ -1 ~-J ~i . iiU'-i-. . .< i-iS • I ' . u a  « o  !
CONTENTS : 37 works notated in tablature of
which 33 are Tor the baryton (The 
remaining Tour are Tor the theorbo).
DESCRIPTION : The 22pp oT the manuscript, yO x 2l o c k ­
up rIght, are unb ound. The tablatures 
are written on hand dram, eight-stave 
manuscript paper which bears the water­
mark :
The manuscript has no title page but
has an early twentieth century intro-
1
dueIron which reads:
"L - 23 pages oT pieces in French tabla­
ture Tor baryton (Viola cli Bardone).
101
DESCRIPTION : "written 01633-1670 (page 3 da bed
(continued) 1633, page 17 - 24th April 1670,
page 19 - 21st April 16S9 ). The 
mu sic co 11 s I s t s of dances ( Sui t e 
movements) such as Allemande, 
Courante Sarabande, Gigue, Gavotte. 
Page 23. ’’Tombeau de Monsieur 
Messangior." (probably) Rene 
Mezaiideau, died c 1639 •
The To11owing composers are named:
2 .
Gauitier, Joh: Jen: (= John
Jcnl: ins ) , Pine H e ,  17. R . (probably 
halter Rowe), D.S., Young,
The second piece signed 17.R. on 
page two has been transcribed by 
A.Einstein. Source reTerence: 
Literatur fur Viola da Gamba, 
Leipzig 1903j s .3S.
On page Ip an unsigned piece Tor 
lute tuned in D minor and one Tor 
theorbo (sula tiorbe) which is con­
tinued 011 page 14 . A Turther 
theorbo piece (Courante du luth mis 
sui la tiorba) is to be found on 
X^age 16.
J.Radke, Kassel"
ORIGIN : The manuscript came Trom the stock
oT the old IIoT Kanelle.
1 n » »L tf = 23 Blatter Stucke in franzosischer Tabulatur 
~ u r  Bariton (Viola di Bardone).
G-eschcr.eben um 1633-1670 (B1.3 die Jahreszahl 1 633>
Bi; 1?' le 24 april 1670, Bl.19?d. 21 april 1669).
Die Musik besteht aus Tanzen (Suitens^tzen) wie 
Allemanden, Couranten, Sarabanden, Gigen Gavotten 
usw. B l .23 "Tonbeau de M: Messangior" (= Rene 
M e zangeau, e twa 16 3 9)•
(footnote continued overleaf)
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(footnote 1. continued from previous page)
Als Verfasser sind genannt: M.B., Gautier, Joh: Jen:
(= Jolin Jenkins), Pinelle, Iv.R. (= Balther Rowe?),
D.S., Young.7 t-> 11 i
Das zweite mit ][.R. gezeichnete Stuck auf B1.2 ist 
von A.Einstein ubertragen vorden (zur deutsch Literatur 
fur Viola da Gamba, Leipzig 1905>„s.3S^.
Auf B 1 . 1 3 * ein unbezeiclmctes Stuck fur Laute in d-moll-
Stimmung und eins fur Theorbe (sula tiorba), dessen
Portsetzuug auf B1.14 *steht. Ein anderes Theorbenstuck
(Courante du luth mis sul la tiorba), befindet sich auf
B1 . 1 6 . T 1  _gez. J.Radtke, Kassel.
, not a composer. His 
identity is unknown.
AT ' A i • is the dedicatee of r a n
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3. TITLE : IX PAT,TIEN AUF DIE VIOLA PARADOX
COMPOSER : JOHANN GEORG KRAUSE
DATE : c1700
PRESENT LOCATION : S ACIi SIS CHE) IANDE SB IDE IOTHEK, DRESDEN
CALL MARK : MUS. 2132 - V - I
CONTENTS : 9 Partitas Tor solo baryton notated
in tablature.
DESCRIPTION : Tlie 30 leaves of the printed copy,
leaf size 16.2 x 22cm oblong, are 
enclosed in the twentieth century 
binding of the Sach^ische Landes- 
bibliothek. The paper bears a water­
mark which is probably a crown and 
coat of arms which does not appear 
complete on any one page. The music 
is preceeded by an eight page intro­
duction which includes a title and 
dedicatory page followed by an address 
to the reader which incorporates in­
formation on tuning and playing tech­
nique. This is followed by two 
poems, one in german and a second in 
Latin. The introduction is concluded
by a short address to Duke Christian 
»
TJlrich of Uurtenherg, to whom the work 
is dedicated. The copy is complete.
ORIGIN : The edition, which dates back to the
eighteenth century, became the pro­
perty of the Sacks'ische Landesbibliothek 
in 1890.
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issiMm
l\. TITLE :
COMPOSER :
DATE :
PRESENT LOCATION
POEMETTO DRAMMATICO - MAETE PLACATO
ARIA - SA* IL CRIDEL
ATTILIO ARIOSTI (1666 - c1740)
1707
0STERREICHISCHE NATIONALBIBLIOTHEK, 
VIENNA
CALL MARK Mus. ris. 19.125
DESCRIPTION : The manuscript is in one leather- 
bound volume vith covers gilded in 
gold and a spine vith a blind press­
ing. The method oP binding is typical 
of that Pound in the music library op 
the Emperor Charles VI. The music is 
written upon ten stave manuscript 
paper, leap size 21.3 x 30«ocm oblong, 
which bears two watermarks:
[ PhG-e Eb&e ]
“O
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DESCRIPTION : The title page of the manuscript
( c on t inued ) i s inscrihecl:
MARTS PLACATO/POEMETTO DEAMMATIC0/ 
NEL CrIORNO DEL GLORIOSISSIMO NOME,/ 
DELLA S.C.R./DI/GIUSEPPE PEIMO/ 
IMPSRATOR DE ROMAI\TX/ SEMPRE AUGUSTO/ 
L ’ANNO 1707/POESIA DI PIETR* ANTONIO 
bernardoni/musica del P.ATTILIO
ARIOSTI.
On the following page the characters 
are listed:
PERSONAGGl/MAETE BORRINl/VENERE LA'
s u t t e r i n /l a  p a c e  l a  c a p l e e i n /i l
DANUBXO BUZSOLENl/L * ARGOGL10 GAERANO. 
The manuscript is written in the same 
hand throughout, that of an unknown 
copyist.
ORIGIN : In the early nineteenth century the
manuscript was transferred from the 
Ilofkapelle into the court library.
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5 • TITLE : ORATOR ILL! - IL PONTE DELLA SALUTE
ARIA - NON T * AMO
COMP0 SER : J CHAIN J 0SEPH FUX ( 1 6 6 0 -1 7 k 1 )
DATE : 1716
PRESENT LOCATION : 8STERREICHISCHE NATIONALBIBLIOTHSK,
VIENNA
CALL MARK : Mas. IIs. 18.190
DESCRIPTION : The pages of the manuscript are Fold­
ed into seven sheaves which are
leather bound with blind impressions 
around the edges of both front and 
back covers, and a lozenge-shaped 
pattern in the centre. The spine, 
which is damaged, bears a similar 
lozenge-shaped imprint and the title: 
IL Fonte/della/SALUTE/ORATORIO/ART0 
1716. The method of binding is typic­
al of that found in the music library 
of Emperor Charles VI. The music is 
written upon ten stave manuscript 
paper, lee,f size 22.7 ^ 30-2cm oblong, 
and bears two watermarks. *The title 
page of the manuscript is inscribed:
IL FONTE DELLA SALUTE/APERTO DALLA 
GRAZIA NEL CALVARIO/COMPONIMENTO 
3ACRO/CAJTATO/AL SANTISSIMO SEPOLCRO 
DI CHRISTO/LA SERA DEL VENERDI SANTO/ 
DELL1 ANN0 1716 . The manuscript is 
written in the same, hand throughout, 
that of an unknown copyist.
ORIGIN : In the early nineteenth century the
manuscript was transferred from the 
Hofkapelle into the court libra.rv.
1 . The watermarks are identical to those 011 the manu­
script paper of the Ariosti work.
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TITLE : 
COMPOSER(s) :
DATE :
PRESENT LOCATION 
CONTENTS : 
DESCRIPTION :
NO COLLECTIVE TITLE BUT INDIVIDUAL 
UORFS -TIED.
GIUSEPPE DE FAUITER, FRANCESCO DE 
FAUNER, FRANCESCO ANTONIO DELES CHIN, 
GIUSEPPE ZIEGLER, 
cl 750
ARCHIVE OF THE PRIOR d.STIFTES,
SCHLAGL
26 vorks f o r  s o l o  baryton notated 
upon tvo staves.
The pages of the manuscript, leap 
size 31*3cm x 21.1cm oblong, are 
contained in loose-leaP Polders.
The manuscripts are copied in six 
diPPerent hands.
Since the thematic index op the 
Schlagl baryton -works was compiled 
by EPrim Fruchtman in the early 1950fs 
three manuscripts have been lost, 
they are:
i) \ 19] Sig. Franc de Pauner - Solo a 
due Paritoni 
ii) [23] Sig. Francesco de Fanner - 
Solo per il Baritono
Sig. Giuseppe Ziegler - 
Parthia p e r  il Baritone e Violino 
All that remains oP these works are 
the inciplts preserved in the them­
atic index oP the archive.
The baryton works are believed to 
have been brought together by a 
Classical collector, and therefore 
accounts Por the numerous library 
stamps on the music.
ii'
TITLD :
COMPOSER(s) :
DATE :
PRESENT LOCATION :
CONTENTS :
DESCRIPTION s
NO COLLECTIVE TITLE RUT INDIVIDUAL 
UORRS NAMED.
ANONYMOUS
c1750
UNICNOUN. ORIGINALLY THE PROPERTY 
OF ERICH PIALA OF VIENNA BUT WERE 
STOLEN IN 195Zr/5 ? NEVER TO BE RE­
COVERED .
8 works for solo baryton notated 
upon two staves.
Unknown.
Of these eight works all that re­
mains are the thematic incipits re­
corded by Efrim Fruchtman in his 
theraatic index.
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S. TITLE :
COMPOSER :
DATE :
PRESENT LOCATION :
CALL MARK : 
DESCRIPTION :
Baryton part-book: 
title page:
Violin/Viola
part-book: 
title page:
Violoncello
part book: 
title page:
2 k DIVERTIMSNTI A TRE PER IL 
PARIDON, VIOLINO E VIOLONCELLO 
LUIGI TOMASINI (1741-1 SOB)
LATE EIGHTEENTH CENTURY 
GESSLLSCHAET DER MUSIICPREUNDE, 
VIENNA
Q 16491
The manuscript is contained in 
three part-books copied by Joseph 
Elssler senior. The part-books, 
leal size 29.5cin x 22cm oblong, 
are bound in the gold-stamped 
stained leather covers oP the type 
frequently Pound in the Esterhazy 
library.
1 39pp
24/DIVERTIMENTI A t h e /p e r i l /.
PARIDON, VIOLINO E VIOLONCELLO/ 
DEDICATI A SUA A:S:IL PRINCIPE/ 
NICOLO ESTERHAZY DE GALANTHA/ 
COMPOSTI/DA LUIGI TOMASINI.
I05pp
24/DIVERTIMENTI 1  tre/per il/
PAR IDON, VIOLINO E VIOLONCELLO/ 
COMPOSTI/DA LUIGI TOMASINl/KOPIST: 
JOS. ELSSLER SEN.
103pp
24/d i v e r t i m e n t i  a  t r e /p e r i l /
PAR IDON, VIOLINO E VIOLONCELLO/ 
COMPOSTI/DA LUIGI TOMASINI.
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9. TITLE :
COMPOSER :
DATE :
PRESENT LOCATION :
CALL MARK : 
DESCRIPTION :
DIVERTIMENTO NOCTUENO A PARIDON,
VIOLA CON VIOLONE
LUIGI TOMASINI (I7zn-1808)
LATE EIGHTEENTH CENTURY
MTJSIIC ARCHIV DBS STIFTES HEILIGEN-
KREUZ, BADEN, UPPER AUSTRIA
VI. b. 1
The three double sheets of the 
manuscript, j 2 . 2 c m  x 21.3cm upright, 
arc unbound. The hand drawn twelve 
stave manuscript paper, which is 
light brown in colour (discoloured) 
has a ribbed pattern and bears a 
watermark depicting St. Michael:
The staves are -written in the same
ink as the music.
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DESCRIPTION :
(continued)
Bar yt on/Vi o1in
part book; 
title pa.ge:
Viola part-book : 
Violone part-book
DIVERTIMENTO NOCTURNO/'a /PARIDON/ 
VIOLA/CON VIOLONE/ATJTH:TAMASINI/
EX REBUS
GEORGII SCHT7AMN. The music has no 
binding but the baiy ton/violin part 
serves as the cover and hence bears 
the title.
The divertimento has no binding as 
the haryton/violin part serves as 
the cover and therefore bears the 
title.
3PP
: 2 p p
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10. TITLE :
COMPOSER :
DATE :
PRESENT LOCATION
Zk DIVERTIMENTI PER IL PARITON 
CON VIOLA E BASSO 
JOSEPH BTJRGKSTEINER 
LATE EIGHTEENTH CENTURY 
MUSIKHISTORISKA MUSEET, STOCKHOLM
DESCRIPTION The manuscript is contained in
three part-books written in the
hand of the copyist Joseph Elssler
senior. The part-books, leaf size
29.5cm x 22cin oblong, are bound in
the gold-stamped stained leather
covers of the type frequently found 
/
in the Esterhazy library. The part 
books are in a leather covered box 
with a text embossed in gold on the 
spine which reads: DEL GIU/BURGK- 
STEINER/ PARITON VIOLA/BASSO 
Baryton part book : 68pp
No 'title page. The front cover 
bears the word pariton. The recto 
side of the leaf where the music 
starts reads Pariton e Violino. 
Embossed upon the spine of the part 
book are the words: DEL/GIU SIC/ 
BURK/STEIN.
Viola part book : 57PP
No title page. The front cover 
bears the name viola. Embossed 
upon the spine of the part book are 
the words: DEL/GIU SIC/BURK/STEIN.
Basso part book: 51pp
No title page. The front cover 
bears the name basso. Embossed up­
on the spine of the part book are 
the words: DEL/GIU SIC/BURK/STEIN.
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in 
a
ORIGIN : The earliest contemporary refer­
ence to the manuscript i : a s made
O
by Frykland in 1 9 2 2 * rhere he re­
cords that the manuscript belonged 
to G. Gutsche of Berlin. Soon 
after Frykland bought the manuscript 
at the Liepmannssohns. It became 
the property of the library at his 
death.
. Frykland - "Viola di Bardone" 
vcnsk Tidskrift for Musikforskung, IV (1922) 
1 2 9 - 1 5 2
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TITLE :
COMPOSER :
DATE :
PRESENT LOCATION
2b DIVERTIMENTI PER IL PARITON
CON VIOLA E BASSO
ANTON NEUMANN
LATE EIGHTEENTH CENTURY
MUSIKHISTORISKA MUSSET, STOCKHOLM
DESCRIPTION The manuscript is contained in 
three part boohs vr.itten in the 
hand of the copyist Joseph Elssler 
senior. The part-books, leaf size 
29cm x 22cm oblong, are bound in 
the goId-stamped stained leather 
covers of the type frequently found 
in the Esterhazy Library. The part 
books are in a leather covered box 
vith a text embossed in gold on the 
spine vhich reads :
2 b/DIVERT/MEL/NEUMANN/PER IL/PARITON/ 
CON VIOLA/E BASSO/TOM II.
Baryton part-book : 89pp
No title page. The front cover 
bears the word pariton. The recto 
side of the leaf vlie re the music 
starts reads Pariton o Violino. Em­
bossed upon the spine of the part- 
book are the words : 2VdIVE/DBL/NEUTI• 
Viola part-book : 31 no
TV e rage. The front cover bears
the name viola. Embossed upon the 
spine of the part-book are the words: 
2 'i/BIVE/DEL/NEUM.
Basso part-book : 71pp
No title page. The front caver bears 
the name basso. Embossed upon the 
spine of the part-book are the words: 
2 b / J j IVE/DEL/NETT!!.
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ORIGIN : The earliest contemporary refer­
ence to the manuscript mas made
3 .
by Frykland in 1922 nhere lie re­
cords that the manuscript belonged 
to G. Gutsche of Berlin. Soon 
after Frykland bought the manuscript 
at the Liepmannssohns. It became 
the property of the 3-ibrary at his 
death.
3. D. Frykland - "Viola di Bardone"
Svensk Tidskrift for Musikforslining,fV (1922)
129 - 152
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12. TITLE : SONATA PEN IL VIOLA DA GAMBA CON
VIOLINO E VIOLONCELLO 
COMPOSED : JOSEPH FIALA (1751-1316}
DATE : LATE EIGHTEENTH CENTURY
PRESENT LOCATION : NET YORK PUBLIC LIBRARY
DESCRIPTION : The original autograph, manuscript
Is lost. The surviving manuscript 
Is an early twentieth century copy,. 
The six pages of the manuscript,
23cm x 3 '^Cm upright, are unbound.
The title page of the manuscript 
is inscribed : SONATA/PER IE/VIOLA
d a  g a m b a /c o m /v i o l i m o /e /v i o l o n c e l l o /
DELL SIG EIALA/.( PAPTTTUE ) . The 
first page of the score designates 
the leading part: VI0LE PARIDON 0 
VIOLA DA GA1IBA and the accompany­
ing parts : VIOLINO and VIOLONCELLO.
ORIGIN : The manuscript became the property
of the library 021 19th December 193^ 
vhen it vas purchased from a dealer 
named VAN BTIREN. This information 
is noted on the title page.
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13. TITLE : VI CANZONETTI ITALIANI
COMPOSER : YINZENZO HAUSCHKA (1766-1840)
DATE : EARLY NINETEENTH CENTURY
PRESENT LOCATION ; OESTERREICHISCHE NATIONALBIBLIOTHER,
VIENNA
CALL MARK : Mus. H s . 10.44?
.DESCRIPTION : The manuscript is contained in a
blue marble patterned cardboard 
Polder with, a lithographed title 
plate which reads: Vl/CANZONETTI 
rTALIANl/ACCOMPAGNATl/CON/BARITONO/ 
DEL/VINZENZO HAUSCHKA. The music 
is written in dark brown ink upon 
10 stave, hand ruled paper, leap 
size 21.8cm x oblong, which
bears Pour watermarks:
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DESCRIPTION : 
(continued)
The music is written in the hand 
of an unknown copyist.
ORIGIN : The manuscript was originally jaart
of the "Kaisersammlung” (the librar
of* Emperor Franz I of* Austria) and
bears the original catalogue number
K.275* It was dona.ted by the
» . 
"Steiermarkische Musilcverein (Graz
in 1936.
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1 h . tttl: NOTTTJRNI
YIN ZEN Z 0 HAUSCHKA (1?66-1otO)
EARLY NINETEENTH CENTURY
COMPOSER
DAT
PRESENT LOCATION
CALL MARK Mu s. I-Is. lOji^S
DESCRIPTION : The manuscript is contained in a
blue, marble patterned cardboard 
folder with a lithograxahed title 
plate which reads:
NOTTURNI/TRE v o c i /c o n l *a c c o m p a g n a m e n t o / 
d e l l a /c h y t a r a  e b a r i t o n o /d a /v i n z e n z o
HAUSCHKA. The music is written in 
dark b r o w  ink upon 12 stave, hand 
ruled paper, leaf size 22.2cm x 3'lcra 
oblong which bears five watermarks:
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DESCRIPTION 
(continued)
ORIGIN : The manuscript teas originally part
of the "Kaisersammlung" (the library 
of Emperor Franz I oT Austria) and 
bears the original catalogue number 
K.275. It uas donated by the
I f  X >
"Steiermarkische Musikvcrein (GrazJ" 
in 19 3 6 .
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9- THE TUNING OF THE BARYTON
It lias been shoim that two basic types of baryton can be 
distinguished, those with frets and those without. Simi­
larly, a comparison of the notation of various extant 
baryton works shows two different methods of notation, 
namely tablature for those instruments with frets and 
staff from those without. It is not surprising, therefore, 
that the tuning of the baryton also exhibits a two-fold 
division. Scordatura tunings were used in music for fretted 
barytons, and were notated in tablature; standard tunings 
were used in music for unfretted barytons in modern (staff) 
notation. The tuning, therefore, will be discussed under 
two main headings:
i) Scordatura Tunings
ii) Standard Tunings
i) SCORDATURA TUNINGS
A scordatura tuning can be defined as one in which the tun­
ing of the strings of an instrument is temporarily re-adjusted 
to less usual intervals, to facilitate the playing of part­
icular chords or passages, or to alter the tone quality.
The choice of pitches is related to the tonality of the 
piece in such a way, that the least number of multiple stops 
is required, resulting in simpler finger patterns. The bary­
ton music in tablature was notated in a manner appropriate 
for standard tuning with indications of the alterations in 
tuning, so that the instrument became a transposing one.
It wTas a method frequently used in music for fretted instru­
ments eg., Lute, Viola da Gamba during the sixteenth and 
seventeenth ceil furies.
Scordatura tunings are used in the Leningrad (l6l4), Kassel 
(c 1653~1670) and Krause (c1700) collections for the upper 
manual, whilst the lower manual provides a reference point.
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Because of this, the upper manual tunings will not only be 
given m  i»lie conventional manner, for that method, indicates 
onli relative pitches and so cannot be related to the con— 
s be lli b pitches ox the lower manual • A.11 tunings are there—
Tore given at actual pitch, with the conventional notation 
in brackets; uhis makes comparisons with standard lute tun­
ings possible.
a.) Leningrad Collection
The earliest record of the baryton*s tuning can be found in 
the Leningrad Collection (l6l4), although not all the tun­
ings used in the manuscript are given. Three baryton tunings 
are given. They are:
16Qtl A d d  i+IOnal $td\)<L :
_________«s___________________£2___________3.____
UrtiViorael
is:-3-
£
‘TcAfOscftiao
i s
m -e-
£ ik S ’favt :
±:_ A _
~0~
je: is:
1 . c = majoi' second; d = minor third; e = major third;
f = perfect fourth; g = diminished fifth; h = perfect- 
fifth and n = octave.
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E i O  St^ve 4  :
--------------------_----- oh---§ }---------------- .— T~ _______--------------- ^ ---e----- j--------- ___--- -— - ---------- £&-—-------------- _____
---JC.--------------------------cp----
t if
** J
These timings are relative as no standard pitch, is in­
dicated. This is not horcver surprising for a standard 
pitch had not yet been established. This is clearl}r illus-
O
trated by Playf ore!'"'* 'die g i v e s  the following instruction:
'Liken you begin to Tune, raise your Treble or small­
est string as high as conveniently it -will bear 
vithout breaking.”
O
J.G.IZraase^‘proposes the first s tandard pitch Tor the 
baryton, this he gives as 1 = d. This pitch has therefore 
been used as the standard Tor the transcription of all the 
tablature collections because:
1) Tt is likely that J.G.Krause vas basing his instructions 
on principles already in practice.
2} It allours a3.1 the tablatures to be played on the same
instrument vithout retuning.
3} The Lib or tar of the tassel Collection, vhcri trans­
cribed using this standard, is in the same Lev as its 
b,.
c o n c o r cl an c e .
t) Tt produces a realistic set o f  ranges Tor both manuals.
Tunings 1 and 3* which duplicate each other, are used only 
sparingly whilst tuning 2 is used for tvo groups of pieces.
(Appendiri Li)
2. Playf ore! - An In tr o due t i on to the skill of Musick - lopt p. 93
3- Introductioii to J.G.Krause IK Partien auf die Viola.
Paradox1,.
h-. Pine3.1e - 1 Liber tarf , Murhardi s che Bibliothel: der Stadt 
^assel U s . Mu s. 61° for 1 - 3
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Fiv e cli.f f orcn t tunings are ireed CD p.
in the col 1 ec tion, they■ are:
1) B, d , b
t
, d (B cl e 4>J-
2) B, G  9 A » h ,
T
cl (B f d e
i )- j A, a, .n ^X , o. ,
f
d (e f cl e
L'-) G, c, eb , S t  bb
t
, d (B d e d
X \ ^; F, ■Bb, Q > C,  bb
tr-T
9 ^ (f c d j
cl)
cl)
B)
e) 
e)
The tunings used correlate v e n r closely with the key oi' the 
pieces for it is chosen primarily to facilitate the playing 
of the chordal texture. Apj^endix L shows this correlation:
eg. B minor - Fjfr, B, cl, f^, a, d*
»
D minor - F ,  A, d, f, a, d
In both cases the strings are tuned so that the tonic chord 
can be played on the open strings, thus facilitating multiple 
stops.
The tuning of the lower manual is less straightforward be­
cause, although the manuscript clearly gives the following 
details:
A ddif/cm ! * Lfcn'tn^ r«acS
i ■
£________________ Cl_____2____ O. TIL ~ZZ&xl -CL-
1 1 3  4- 5 6 ?• 8 °> n
w
-0 {3
_S> o - ~o -o -”
tr
it does not account for the sharps and flats which
are found in the lover manual notation. Foul cl these strings 
be re tuned for each piece ex' would the Instruments be chrom­
atic across its range? No early seventeenth century barytons 
have survived. Details of lover manual tuning can therefore
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not be established from that source* Re-tunings are un­
likely Tor, vith the exception of Afc>/Gj|:, all the chrom­
atic notes .arc used. Three consecutive semitones often 
occur within the same piece eg., Bb, Btj, C (Appendix Li) 
demanding therefore that the lover manual be extensively 
retuned for each piece if it was tuned diatonic ally. In 
addition to those sharps or flats required by the key of 
the piece, up to two accidentals are often necessary. 
Therefore it is reasonable to conclude that the baryton 
had to have a fully chromatic lower manual in order to 
play all the pieces in the collection.
The most likely tuning, therefore, for the lower manual 
of the baryton vouId be:
-O
The number of lower manual strings required is thus eight­
een, although seventeen would be practicable, for G#/Ab is 
not used in any of the pieces.
b ) Kassel Collection
Whereas the Leningrad manuscript indicates three tunings 
for the baryton, no tunings at all appear in the Kassel 
Collection. Detailed study of the tablatures, however, 
reveals that three different tunings are necessary in oirder 
to play all the pieces. They are:
1 ) D , A , d , f , a , d (h f d e f )
2) fJ);, B, d, f^, a, eft- (f d e d e)
3) A, d, f&, a, d* (f d e f d)
Once again the choice of tuning is largely dependent upon 
the key. As fewer tunings are used, the same tuning is
13k
e m p l o y e d  Tor c l o s e l y  related keys eg* , F^jr, B, d, f$r, a, c4t 
For D major and B minor* The pieces are grouped in tlie 
manuscript according to the timing used. (Appendix Lii)
The tuning of the loner manual poses exactly the same prob­
lem as that of the Leningrad manuscript for no tuning is 
given. The tablature demands an overall loner manual range 
of:
and, vith the exception of D^Eb, uses the full chromatic 
scale. Therefore a seventeen string instrument vould be 
ideal, although sixteen strings vould be practicable.
A third set of strings, the additional strings, are used 
in four pieces: 8a:1 , 12a , 13a and 13b:1 . These strings
run parallel to the fingerboard on the treble side of the 
instrument and are jolucked by the fore-finger of the right 
hand. Their tuning, vhich remains constant, is:
&
221-B-
&JZL 32:32: -e -
ii 16 f( io 9 $ t  6 5* it-
c) Jame s Talbo t*s Manus c ript
Sometime between 1635 and 1701 James TalbotJ 'assembled an 
inventory of musical instruments vhich included tunings for 
the baryton (BARYTONE). This is the first extant record of 
a tuning given separately from the music. He gives tvo alter 
native tunings for the upper manual:
1) u u a  tuning a, (n e d f e) 
(h f e f f)2) Common tuning F, c, f, a, d ,g
3. James Talbot*s Manuscript - Christ Church Ms. 1187
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and the 1 carer manual:
w -t-u— v    . _.
ff -» ^  I
ie., a full chromatic sc cJ.1 G ^ cl.1 though in the manuscript
t
the complete diatonic scale from G to cl appears, which 
was subsequently filled in (in the same hand) as a chrom­
atic one. The importance of Talbot*s tuning is lessened, 
however, by the fact that no extant baryton music uses this 
tuning.
d) TieIke Gauge Cards
The baryton by Tielke (16S6), an instrument contemporary 
to the Talbot manuscript, is accompanied by a series of 
string gaug'e cards. * Although the information they con­
tain refers primarily to the gauges of the steel and brass 
strings, it does contain a good deal of information on the 
tuning, for, in order to give the gauges, it has to list 
their actual pitches. The tuning for the upper manual is:
(h f e f f)
=: -zr
“5"
The tuning for the lower manual is a little problematic as 
the information on the gauge cards and the ink markings 
alongside the wrest pins on the instrument have to be corr­
elated. The most plausible tuning, bearing in mind that 
the Tielke instrument has twenty two strings, is:
r o r — »4r
g .  , ,  r :  -
6 . Appendix D
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Tne appearance, 01 what roo.ay voiila be termed enharmonic 
equivalents, is accounted for by the fact that in Tielkef s 
time moa.ntone tuning <;as the norm, and therefore D^/Eb
rA(? vould not bo erectly the same pitch and therefore 
both were necessary. The upper manual tuning is very sirni- 
lar to Kinsky 1 s 1 * E s t erhazy tuning, so much so, that it is 
only the tuning of the bottom string that is different.
This tuning is not known to have been used for any other 
baryton works before the Esterhazy ones, therefore it seems 
likely that the gauge cards may have been made at a,later 
date. The lower manual tuning is a compromj.se between what 
was necessary to perform the Esterhazy pieces and the number 
of strings on the instruments.
e) J.G.IIrause : XX Partien auf die Viola Paradon
Around 1700 J .G .Era.use published his "IX Partien auf die 
Viola Paradon" which have an introduction incorporating
Q
the first detailed account of baryton tuning, it reads:
"Thus the basic tuning which is used in this work 
for the upper manual, or viola da ganba, is like 
that of the lute, namely A d f a d f f 1, this tun­
ing is rarely changed by more than a tone or semi­
tone in the middle or lower strings but the upper 
strings a.1 way's retain their temperament and the 
lower strings are tuned from them, as on the lute.
As regards the lower manual of the instrument this 
has been strung with. 1o, 18 or even 20 wire strings.
The most comfortable are those with 1o strings, 
which I have used myself and for which I have com­
posed the following pieces. The lowest and deeyaest 
string, which lies against the right hand, is C, 
then c|f then as the numbers indicate a.s follows:
d|' c#' bb a ii O C \
d* c* b a g f e d C
1 )$ d  2 % 3 3 //  3 6 / /  7 $ 3  8 $ .9  9
7. Georg If insky - Musikhistorischcs Museum von Vilhelm Heyer 
in Coin Katalog.
8 . Translated by- D.McCulloch from the original. (Appendi::. Mii)
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"The strings e and a are doubled Tor to get a good
and a,\) it is best to tunc tlie e and a down, this 
will be notated with given symbols before the piece 
begins. The highest d|= nag' be tuned up to e as mi 11 
: bo seen in the following pieces."
Ihause therefore'identifies the standard of tuning of the 
ba.ryton as:
upner !:ianuai
35: 1 3 L
3, ove r manual
-O-
In Partita II> 'Krause uses a scordatura tuning for the 
upper manual; A, d, a, d f , f l (fedfd) which he in­
dicates in the score by;
<x
± 1 mjw^Kkm
Im Manual 6
The instruction "In manual)^6" indicates that all 6 f s,
(ie., F fs) beneath the tablature, should be played as 6^( 
(ie., P ^ ’s) on the lorer manual and so does not indicate 
retuning.
bio standard upper manual tuning v;as arrived at during this, 
the first period of the baryton’s development. Tach composer 
chose the tuning best suited to his music, although each 
used the same tuning for the loner manual. The upper manual 
tunings were alruays related to this, thus some sort of stan­
dard was, in fa.ct, established. Although no standard tuning
9. See Appendix hill
fdefd)
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was achieved, the tunings actually used were dominated by 
fourths -with at least one obligatory third and with an 
occasional fifth or octave. The establishment of the viol 
as an ensemble instrument meant the abolition of the tabla­
ture and with it scordatura tunings. Replacing tablatures 
oy staff notation established a standard tuning for the 
baryton*
iij STANDARD TUNINGS
Two types of notation evolved:
1) Two stave - with the upper manual on the top stave and
the lower manual on the bottom stave.
2) One s t a v e  - with the upper manual on the stave and the
lower manual also on that stave but with 
figures beneath.
Consequently the first method gives few, if any, clues as 
to the tuning of either manual, whilst the second method 
clearly indicates the tuning for the lower manual but again 
supplies no information on the upper manual. The manuscripts 
similarly give few tunings. This indicates that the tunings 
must have been established and therefore their inclusion was 
not thought necessary. The structural development of the 
baryton further supports this view because the loss of frets, 
which made scordatura tunings obsolete, points to the fact 
that a standard tuning must have been adopted. To discover 
that a standard tuning, however is not easy.
a ) Albrechtsberger
The only independent, documentary evidence of a standard
baryton tuning can be found in the writings of Albrechts- 
10.
berger. * He gives the timing of the baryton as:
Upper
- o
T 3 Cr
-gv- O .0. .:^ :." -— -- £2--£3---13--0-O- _.w--^ - g • ' Q---------
G 0 -e~
10. Albrechtsberger - J.G.Grundliche Anweisung zur Komposition 
Leipzig: Breithopf 1790 p.436
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Note the unusual seven string’ tuning for the upper manual.
Tev barytone had seven strings and those vhich had were 
the exception to the rule. Similarly the tuning for the 
lover manual is unusual, Tor it does not include the com­
plete octave D - d. vhich is common to all other baryton 
tunings, being the range vhich dominates the lover manual 
part. In addition the tuning does not allov for the 
chromatic notes of the scale. As already- seen, it is often 
the case that only the diatonic notes are notated when baiy- 
ton tunings are given. The importance of Albrechtsberger1s
evidence if further diminished because no baryton music is
1 1 .ever known to have used these tunings,
b) Schlagl Collection
The earliest standard tuning, to be found in a baryton 
manuscript, dates from clfpO* The tuning, vhich is hidden 
between two movements of a "Solo per il Baritono" by Giuseppe 
de Fauner, reads:
uktr
A  ,«> _
f T "MP • » i - - .. ■ -..... . ■ . ..  ■r j « J .
e h
urtter
ZZZ-
0-
J: J: J
• e d  . * ■ck a.
A. 3
but the upper manual would actually sound, an octave lover.
The range of the lover manual of the Schlagl pieces falls 
veil vithin this range so it can be concluded that this was 
a. standard tuning for the baryton. A comparison vith the 
pitches of the lover manual parts of the Fiala pieces further
11. Albrechtsberger had a set of Baryton Concertini attrib­
uted to him, but these vorks are, in fact, for harp and 
were erroneously catalogued as baryton music by the 
librarian of the Fsterliasy Archive in the early nine­
teenth cent ury•
1^0
supports this* Similarly the occasional double-stopping 
used in the Schlagl works could easily be fingered using 
this tuning and thus further substantiates the conclusion 
that this was a standard tuning.
IsterhazY Nor
Contemporary sources generally attribute one of the popu­
lar bowed string tunings to the Haydn Baryton Norks ie. , a 
combination of fourths vith an included third, the most
popular and indeed the most practicable is the one ident-
1 2 .ifred oy kinsky:
—  —zr 25-
-o-
jLt is clear from the barytones obligato movements and e: 
tended episodes that the tuning for the lover manual is
sr--
& -o-
-J9-
8
Occasionally the lowest string was tuned a tone lover to G. 
eg., Neumann Divertimenti No.17 to 2t.
Nhilst exploiting the full range of the lover manual,
Haydn makes little use of the two bottom strings (D and G) 
on the upper manual, perhaps because of their unsatisfactory 
sound, so that the usual playing range of the upper manual 
-*• ® A
- vhich is occasionally
extended, to:
The baryton vorks of the other Nsterliazy composers, namely 
Burgksteiner, Tomasini and Neumann, show similar features,
12. G.Kinsky - Musildiistorisclies Museum von Nilhelm I-Ieye: 
in Coin. Ikitalog - 1912
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.no., as tiicar no: i/ere also nri11en Tor Princo Nicholas,
it can oc concluded tna*
ecu :::or ba: con :u.iy mi
r music vould have been vrit- 
1s tuninc ie. , D,G,c,o,a,df•
Unlike the earlier baryton norks, vhich frequently incor­
porated double stops into the upper manual texture, the 
Esterliasy irorl:s use multiple stops sparingly, usually only 
at important cadence points* These chords therefore throv 
little light on the tuning;
jbiverti m  e^to 6
-0- ~v*~
o m a siai
►
The tuning can therefore not be substantiated from the 
chords alone, but the general features of the baryton parts
are veil suited to the Ifinsky tuning and support its auth­
entic i tv.
Had the baryton concertos of Haydn survived, they could have
provided a greater insight into the timing, because they
would have been more virtuosic than the trios and mould
have contained passages of multiple stopos. It has been 
1 °.suggested ^*that Haydn*s D major Cello Concerto, vritten in 
1783 ie., contemporary vith the baryton trios, was origin­
ally vritten Tor the baryton. The reasons given are based 
on a quotation by Quants;
"A feature of all instrumental music of the time,
even that of a deliberately virtuoso character, vas
1 b
that It Tell under the hand."
The argument continues that there are many, uniquely avkvard 
passages, in thirds, in the concerto. If the strings of the 
Baryton vere slightly re-tuned to a chord oT D major ie.,
A, cl, T a ,  d^fj^then these passages vould Tit perTectly.
13» Anthony Baines - Musical Instruments Through The Ages.
Pelican. 1961 p. 145-6 n
1s-. J.J.Duantz - Versuch einer Anveisung die Flote traversiere 
zu spielon Berlin 1752
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Conelading, thererore, that these tacts lead to "a profit-
to 1 e eoiic 1 n s i o n  a s T- O ;he real origins of Havcln* s D ma/jor
Cello Concerto." This hypo thesis is highly unlikely as 
there is no suggestion at all that the baryton vas tuned 
A, cl, i, a, cl5 f* ie • , the Krause tuning (one of Baines 
basic assumptions) at the time of Kashin. Furthermore an 
amended version of this tuning is even more unlikely as 
scorclacura tunings vere not suited to an unfretted instru­
ment and could not easily be notated on the stave.
d ) Fiala and Hans chi: a Manuscripts
The Fiala and Hauschka manuscripts incorporate no tuning.
indications. The Fiala sonata does not use the lover
manual a.t all, it serves merely as a sympathetic vibrator.
The upper manual part goes dovn to a low C in the last
movement, bar 37, vhich vould suggest that the baryton
tuning used vas B * , E,_ A, d , f , b , e * 1 ^  * , ie. , vri11en
for a baryton vith seven playing strings, several examples
16of vhich have survived.
Detailed study of Hauschka*s Canzonetti and Notturn! sug­
gests that the tuning proposed for the Esterhazy vorks:
D, G, c, e, a, d*, is equally veil suited here:
NoTTUfclOO I I crO
fcs:m t
A random example from a baryton part b3^ Hauschka contain­
ing multiple stops clearly sliovs that by using this tuning 
the notes vould fall easilv under the fingers.
15. Eiemann - Dictionary of Music
16. Instruments by Joannes Seelos, Johann Andreas Karnbl, 
J. J. Stacllinann. See Catalogue of Instruments Nos. 6 ,
The range of the parts tor the lover manual of the baryton 
points quite clearly to Kinshy1s timing, as the maximum 
range used is:
ZZE
-Q~
Coupled with the conposer’s preference Tor the keys of C 
major and F major, this would s u g g e s t that the lower manual 
was tuned to the pitches used by many of the tablature nanu- 
scrints:
r - -  „ a v f H o  » ° r
15"-e-
e) Contemporary Tunings
The tuning's used For the performance of contemporary works 
have been largely governed by the players themselves. Most 
players have been introduced to the baiy ton by Haydn*s vorks 
and have therefore learnt to play using the Haydn tuning:
D, G, c, e, a, d 1. Modern works have therefore been composed 
with the Haydn tuning in mind. This is reflected in the 
method of notation used, which is very similar to that Found 
in the works oF Haydn.
Janos Liebner, the most eminent oF contemporary baryton play- 
ers, uses a baryton with seven strings. The additional
string is on the lower side and is tuned to A*, giving a 
wider melodic range. This is particulaifLy useful since, in 
addition to music written specifically For the baryton, he 
Frequently plays transcriptions of viola da ganiba works.
17* The barytons by Max Samaan. Sec Catalogue of Xnstru 
cents Nos. 28 - 31
I k k
1°. THE NOTATION OF BARYTON MUSIC
Tlic evolution of tlie bain”ton was accompanied by a constant 
change in the notation of its music. T/hen the baryton was 
a gamba type instrument with frets, providing both melody 
and accompaniment, it was notated in tablature. 1/hen it 
evolved towards the violin family, it adopted a double­
stave notation and eventually a modified single stave method. 
Three different forms of barcyton notation therefore e x i s t s :
i) Modified french lute tablature
ii) Single-stave notation
iii) Double-stave notation
i) MODIFIED FRENCH LUTE TABLATURE
Modified french lute tablature was the accepted method of 
notating solo viola da gamba music during the late Renaiss­
ance and early Baroque periods. Further modifications were 
made in order to incorporate its loner manual, by represent­
ing it with figui’es beneath the tablature. This method of 
notation is used in the three earliest baryton collections 
namely:
a) Tablatures of the Academy of Sciences of the USSR
1 61 k-
b) tassel Collection of Baryton Tablatures 
c 1653 - 1670
c) . J.G.Krause - III Partien auf die Viola Paradon
c1700
It differs in minor detail only.
In each case the upper manual of the baryton is notated on 
six horizontal strings, the highest line representing the 
top string, and similarly downwards through all the strings. 
The frets arc indicated by letters placed on the lines. The 
appearance of these letters differs slightly from dollection 
to collection and became modified by the various scribes.
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The lettering is derived from the French "court hand”• The 
Folio ring table shows the Forms oF the letters Found in the 
three collections and the Frets that thev represent:
Tj\T>TVTV LENINGRAD MS. HAS STL IIS. HRATJGE COLLECTION
0 a. a. ex
1 6 6 £
o r r r
o 3 d
1, e e e
5 f f f
S'
i J * -
i h
o •O ‘ 3 L -
o k  o r  U err 1 H
10 t ^ k -
Rhythm is indicated above the sin-line stave by the con­
ventional symbols. A note value, once stated, is under­
stood to be repeated until replaced by another or cancelled 
by the bar line. Similarly the time signature is in the 
c o 11 vent i onal Fo rn:
ie., d = j?
/.
c = H
The three collections in tablature use the same basic prin­
ciple oF notation Fore the lover manual, namely the addition 
oF Figures beneath the s tave which represent the individual 
strings whore 1 = G. However each collection also displays 
certain individual characteristics.
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In tlie Leningrad Manuscript the figures 1 to 11, which 
are used to notate the lower manual, represent tlie 
following pitches:
rfo'Tia:
° ^  ^  ^  =
J %  3 4 ^  6 ?• S 9 lo M
However their correlation with enact pitches is rather 
loose in keys other than C major, as any sharp or flat 
notes which are part of the diatonic scale are not in­
dicated by sharps or flats but simply by a number 
ie., in D major F^ would be notated 6
C w o u l d  be notated 2 or 9 *
Accidentals are notated in the conventional manner Try
placing the symbols ( $  andb ) immediately before or be­
low the relevant figure. Such accidentals are few:
E m r  /
olex. c .
_e cl
8 I I 2. 3 A
t
P > 1  7  0 7  > m m
O uC C idehtal ^ lo tb n ic  n o te
As no precise method of indicating the duration of lower 
manual notes existed, the scribe of the Leningrad Manu­
script indicated sustained notes by slurs. At all other 
times the length of the lower manual notes arc taken to 
be the same as those of the upper manual. Lines joining 
the upper and lower manual notation indicate that they 
are to be sounded simultaneously. This device is used
147
sparingly, often in conjunction vith slurs:
M i l  [J] o
..... -.-----------------— --------- r—r ct r vlft; f. & •J 1I {
I 1
---- -------- l_ .
9 $
The Leningrad Manuscript comprises both lute and baryton 
pieces. Some pieces.were notated in such a manner that 
they could be played on either instrument. The notation 
for the theorbo lute bases appears there alongside that 
Lor the lover manual of the baryton.
3 3  r
-£L.
~cLa
*
a
8
The Kassel collection employs a vider lover manual range. 
The eleven strings of the Leningrad Manuscript are ex­
tended by four higher notes. These aim not represented
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exclusively "by figures but by a variety of symbols pos­
itioned on the lover half* of th e  tablature:
1 =OC, 1, or
s t - *  ?j ~j. o:
S 1 = - j b or 
a* = 4 or 10
sJj SAfcft8t>K>D6j- &AUT/6R
J r  J
Of A a ol. a „
T- *r c* A. A  r & ' P VVJ -J »
, 1.....___ ___  ____ •
* *
i x  I 8
The method oh notating accidentals Tor the lover manual 
is identical to that of the Leningrad Manuscript ie., if 
a note is part o f the hey signature it is not indicated, 
if it is an accidental it is notated in the conventional 
manner.
1 a j 6 a 7 and 7 aiPour pieces in the Kassel collection 
demand an instrument vith a third set of strings placed 
on the treble side of the fingerboard. They are notated 
by placing figures upon the lines of the tablature. As 
these strings are played by the index finger of the bowing 
hand, the third manual never plays vitli the upper manual 
and therefore both can be notated on the lines of the 
tablature -without confusion.
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The numbers on the tablature represent the pitches as 
follows:
T i ~ K)~— & — pjk S' .S-
_ r<g-— .g. .
.- . . .  1
y  -... i/ i
Accidentals are not inserted between the numbers of the 
additional manual. These strings would be tuned to the 
hey of the piece:
K Asset
.............. " rz— £ f g ^ z = f i  5 q g = 9 ' =; !(}- g» f t— f r - t o - t t - h - 9  - ....-—............ - - /- v  .. f V «-/ /
$  4 - 3  2.
z £ :  T T .- r > - r ..... - ....... ",...........
LJv -i- y  I ... IJ |v  |« #w
/ ?  6 5  ^  3  2  6
—/.—---------
T
" y  ■“ ...
. „ C V ; ^ { z z f z ^ q
. .... ----------  ------------
~ f  ' | --------' ......... .
- f - --------
: - cy i r - ■{-■■■■-%.... 7 — P f - i -
— = f —
- ^ m r- ' R ~ n
~Y -------------
<.... •
Slurs were used not only to indicate sustained lower manual 
notes but also the bowing and phrasing of the upper manual 
part.
Krause furnished his Partitas with a comprehensive intro­
duction describing, amongst other things, the tuning and 
notational procedures used. ’ He states that 16, 18 or 20
lower manual strings are tuned in a chromatic scale and
1. Appendix M ii) and iii)
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are represented by numbers such, that d = 1 . Similarly lie 
gives the tuning of the six upper manual strings and in­
dicates the pitches rejxresented by the lines of the tabla­
ture* This, then, is Krause’s norm, any deviations from 
it are indicated in the manuscript.
In Partita TI the tuning of the upper manual is changed. 
This is clearly indicated, at the head of the score in the 
folio ring mann e r :
Accofth
. -7T.. 'at ....... ..- - .. AI _ __  _tj . «•' <%.
-— ----------------- — — .. a-
r ^ f e — 5— ------------------------------
—itJ __  -fy
X fs 0  __
For simple keys the player is left to determine for himself, 
vhich notes of the lover manual he needs to sharpen or f3_at- 
tcn. Krause indicates the accidentals but does not usually 
give the notes of the key signature. Occasionally however 
he helps the player by indicating the sharps of flats con­
tained in the key. This information he also states at the 
beginning of the relevant pieces eg.,
Partita IX In Manual #6 (A#)
Partita IV In Manual t>7 (e i?)
Partita V In Manual \> h , b 7 (A I? , Db )
Partita VIII In Manual. (e b )
Partita q--rr In Manual V k , b7 (Air, D b )
Inadequacies in the rhythmic notation of the. lover manual 
are, at times, remedied by the addition of slurs and dia­
gonal lines, indicating that the notes are to be sustained. 
Slurs in the upper manual part indicate boving and phrasing.
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Tiic composer(s) of tlie Leningrad tablature were not alone 
in recognising the similarity of baryton and lute music 
and that the tablature could easily be adapted to suit 
both instruments. Krause, towards the end of the intro — 
auction to his partitas, describes how the baryton tabla- 
turcs can be adapted, so that they might be performed on 
the lute. Krause included this information so that his 
music might be sold to a wider playing public. He states:
"Since earlier T was thinking of lutes I will now 
show the gracious amateur another table from which 
may be seen with what little effort these and other 
pieces for Viola Paradon can be played on the Lute. 
For a good lutenist will soon discover that this 
tablature, which I use in this work is identified 
with the usual lute tablature apart from the sym­
bols with which the bass notes are indicated.
There is therefore no need to point out here that 
the numbers of the Viola Paradon notation are 
interchangeable with the lute except for the basses 
which are indicated by letters and strokes which 
the following table shows k}r giving the correspond­
ing lute letter in place of the figure:
O
X  / 1 X 2 -  X  «  3  3. //l>- X  S  ■ S X  I t  / ? -  / /  8  / / 9
Krause concludes however by emphasising that although these 
pieces can be played upon the lute* they were specifically 
written for the baryton.
2. Appendix K iii)
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11) 3INGLE-STAVE HOTATION
The second and perhaps the most commonly used method of 
notating music for the baryton was to vrite the music 
for the upper manual in the treble clef as if for a 
violin, but sounding an octave loner. This octave trans­
position was not indicated but vas taken for granted.
This method of notation was used by Ariosti, Haydn, Burgk- 
steiner, Neumann, Tomasini and Fiala. Tomasini and Fiala 
used this method exclusively as their music never incor­
porated the lover manual of the instrument. Their baryton 
oarts therefore aooear:
TohasM- &lv£8T/fi£rJTC> I 
A ll£gco Not>e*Ar©
 - - - -... Li i U 1\ U■/“ T\ Pf5^X -' < — cr1
That the lover manual was not used in these vorks is not 
surprising vhen one considers that even in Haydn’s trios 
it is used only sparingly*’. Even if not plucked, it vould 
still endiance the tone of the instrument by sympathetic 
vibration.
Tn the case of the vorks by Haydn, Burgksteiner and Neumann, 
the lover manual is used, and a method of notating these 
pitches was therefore required. Generally these composers 
notated the lower manual on the treble stave of the upper
manual h numbers bene,uicatn, indicating vlncii notes were 
for the lover manual. The numbers and their corresponding 
oitches are as follovs:
No'tated :
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and t ransc r ibe d : Neumann: Divertimento II, movement 1
Tlie onlir exception to this method of notation is to be 
found in the worts of Iiaydn. Sometimes Haydn makes con­
spicuous use of the loner manua.1 in his trios. In the 
Memiet of Divertimento 107 Haydn commits both melody and 
accompaniment entirely to the solo baryton, and the viola 
and cello xoarts are duly marked "tacet". Because the re­
sulting baryton part is so complex, Haydn notated it on 
tiro separate staves idtli the upper manual in the treble 
clef and the lover manual at pitch in the bass; however 
he still inserted the relevant numbers beneath the pitches 
of the lower manual part:
Haydn : Divertimento Ho. 107, Menuet.
Of the manuscripts under discussion all the vorks in this 
category have survived as part books. The sonata by Fiala 
is an exception, being preserved In score as a tventieth 
century c opy.
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Math the revival of interest in tlie' baryton as part of the 
general avaxeniLng of interest in early music during tlie 
19'-^v-’ * s , vorks I'oro once more vrition lor the baryton. Tlie 
majority of these, no tab Ip* those by Ballinger, Faiicas, 
Dodgson, de Lastra, Rose and Daiken were notated on a single 
stave, no doubt using Haj.rdn*s vorks as a model, since liis 
ax-e tlie only baryton vorks readi3.y available. Dodgson uses 
basically tlie same method of notation as Haydn, except that 
the music is vritten at pitch and not an octave higher than 
sounding:
Poco Le^to : Scrioso '
•JL J - jQl
O k - ~ ? ---------- -------^ 4 -- r----------- 0~~--- v  -  r r ^
/  V:— ■ =  — "--I-:--"*:-!--- H H - ✓
^ J
r - f 3 S ^ 2. \ 6
Other composers have mad.e minor changes to this method, one 
such example is in the vorks of Melanie Daiken where the 
numbers representing the lover manual are replaced by cross­
es representing plucked tones:
Cjexo Vivo 
J = 63
HI &■w- •gr.T+zg:f l  J   J7 7  I — ,+ 1 ' T = |.9-0-
RT
iii ) DOTJBLF- STAVE WOTATION
Forks vhich fall into this category include the solo bary-
U
ton pieces of the Schlagl Monastery, the Fiala collection 
and the obligato baryton parts of the Fux and Hauschka 
vorks. In all cases this music is much more difficult to 
play than that in the other categories, basically because- 
of the constant use of both manuals simultaneously. This 
method of notation is also used in tventieth century vorks 
vhere complicated contrapuntal vriting demands a more ex­
pansive method of notation.
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The carlies t - >.11 o vn it so of double s lave o tat i o 11 f o r the 
baryton is round in Fur:* s aria Non t*ano. Tlie baryton 
par., j. g u n c t c n  011 u;o starves vith tlie upper manual 011 
the upper stave notated in the alto clef and the lover 
i.icxnUdl on die lover 3 cavo no tat gct in tlie bass clef»
Both parts are vritten at pitch.
ihe ner:t group to be vritten in double stave notation 
are those in the Schlagl and Fiala collections. The 
upper manual is notated in the treble clef on the uppe: 
s cave sounding an octave lover• The lover manual is 
notated in the bass clef on the .lover staves as in the 
Fm x vork:
CHCA6L □
i g E E
J .
T ~ ~
£
/— x— x-
(As already7- mentioned this i.iethod vas occasionally used 
by Haydn to notate complex baryton movements.) .Some of
. t !
the Schlagl vorks are not solo vorks but eg., duet 
or concerto 1 p Tl . The first of these, 
as above but in score:
19
19 is notated
1 |u
, 
T^
l
7
T 
w
< 
T
"“
V\
1 J .  " f H P ...v-------- -P\ ; f y ~ -
. yzitf 71 J .✓ ** p ___  .l„ . '____
1—  — M  _
✓ "W.V X -f X
/ I ... . !-✓_ .<. ___  ...
i----- J- ------- -— L
— ---  fv- --
j J- X *7 *
k  - p V - v V T -  P
7 } ' ' . I ) '
v  J < j j  ^  
k  . — f H r l
r -  ■ -
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Oi? the concerto 15* only tlie Basso part lias survived. 
Detailed indications of dynamics and melodic ornament­
ation are rare.
in tlie vorks by Hauechi:a tlie baryton constantly alternates 
betveen tvo roles, that of accompanying the vocal parts
rP] lie; •e-ano. ol accompanying its ovn. meloclxc upper part, 
suits in neiv textures Tor the baryton vhich demand a 
system of notation able to represent these patterns clearly, 
double-stave notation ras therefore the obvious choice:
Hauschka. - Canzonetti 1 :
Although most contemporary baryton vorks use the single 
stave method oi notation, the double stave method was em­
ployed by some composers for more complicated textur.es 
where both manuals are played simultaneously eg., in the 
works of de Lastra where . the method used depends 011
the required texture. Both parts are notated at pitch and 
in bass clei:
De Lastra - Meditation for Barvton solo.
L
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11 . THE BARYTON V0RK5 IN TABLATURE - AN INTRODUCTION
The history and development of the baryton in the seven­
teenth centuiy is mirrored in the contents of three sets 
of vorks:
1 . Tablatures of Academy of Sciences of the USSR (l6‘l4)
2. Kassel Collection of Baryton Tablatures (c16p3”1670)
3. J.G.Krause - IX Partien auf die Viola Paradon (c1700)
They illustrate the emergence of the baryton from the viola 
da gamba family and its establishment as an instrument in 
its ora right. They also reflect the great amount of ex­
perimentation that took place especiall3^ in the fields of 
notation, tuning and playing technique as the instrument 
took shape. This vas cleanly a period of improvement, re­
finement and standardisation. The result of this is clearly 
seen In the J.G.Krause publication vhich incorporates a de­
tailed introduction summing up the achievements of the 
centum; in these fields. An improvement in the qualit3r of 
the music is also evident as the pla3ring technique and 
musical problems were reconciled. The result of this cen­
tury of development was an ins trument at i ts peak as a 
bowed fretted solo Instrument of the Gamba-t3rpe.
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a ) th:: baryton tablatures of the academy of sciences of the
US SB - LBNIHGBAD
A THE COLLECTION
As the title pare of* tlie .collection is missing, the tvo • 
hundred and four nieces are without attribution. The 
cover of the manuscT±pt bears the date 1 61A and page one, 
an emblem and the insignia SMDS-, the significance of vhich 
is nnhnoivn.
Therefore three problems are posed:
1) Intended Instrument
2) Authorship
3) bate
^) Intended Ins trument
Of the tvo hundred and four pieces twenty-seven are be­
lieved to be for baryton, the rest for lute. In order to 
establish this beyond all reasonable doubt, a detailed 
study of the stymie of the music, the notational method and 
a comparison with other baryton manuscripts in tablature 
has been undertaken.
Analysis of the music proves conclusively that these pieces 
were indeed vritten for the baryton. The method of notation 
gives the greatest number of clues. The fact that tablature 
rather than staff notation vas used indicates an Instrument 
vith frets. French lute tablature also indicates that the 
music vas vritten for a string instrument rather than a key­
board 'one. All six lines of the tablature are used, there­
fore demanding an instrument vith six strings. Beneath the 
tablature are numbers vhich represent a second group of 
strings, these could imply either the bass courses of a 
theorbo lute or an additional set of strings as found on the 
baryton. Although other string instruments eg., Viola d ’amore
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have more than one set o: s tr is only the baryton
and theorbo vhich have tvo sots of PLAYING STRINGS. The
theorbo basses arc notated a, a, a, <x9 a, U 9 5, but in the 
pieces under consideration the figures 1 to 11 arc used.
The only other evidence of a similar set of numbers beneath 
the tablature is to be found in. the Kassel Collection of 
baryton tablatures and the IX Partier auf die Viola Paradon 
by J.G.Krause. Both collections are undoubtedly for the 
baryton. In the Leningrad collection the eleven figures 
plus sharps and flats point unmistakably to an instrument 
vith eighteen 1over manual strings.
The upper manual chords are almost always in closed pos­
ition ie., vith all the notes of the chord on adjacent 
strings. This vould suggest a.bowed instrument because 
music intended for a plucked instrument vould contain some 
chords in open position.
The upper manual uses scordatura tunings vhich are indic­
ated in the tablatures. The highest string is alvays tuned 
to d 1 and the lowest string to F, F|: or G. The inner strings 
are tuned In various combinations of fourths and thirds, sim­
ilar to the tunings used for the viola da gamba. The max­
imum range of the boved strings is:
vhich approximates to that of the baritone voice. The ma: 
imum range of the lover manual is:
ISC It
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One final clue to the identity of the instrument is to bo 
found in the titles of four of the tablatures:
601
[63b] , [Sft] ,
Auf die Viol Praiudium 
Auf die Viollb
Therefore the instrument intended must be a member of the 
viol family.
TJhen the above information is correlated an instrument vith 
the following characteristics is demanded:
i) frets
ii) 6 upper manual strings vith the range - c4t-,f
iii) 18 additional strings vith the range Bb» - e
iv) bowed instrument
v) an instrument notated in modified French lute 
tablature
vi) a member of the viol family
The onlar instrument knovn today vhich fulfills all these 
requirements is the baryton.
a) Authorship
hothing concrete is knovn about the composer/compiler of 
the collection. The manuscri73t is clearly vritten by the 
same hand throughout, although whether it vas that of the 
composer, compiler or copyist is open to question. As the 
title page is lost, the identity of that person must re­
main a mystery but four possibilities exist. If all the 
pieces were composed by one man, then the hand must be 
that of either the composer or copyist. If the pieces are 
by various composers, then the hand must be that of the 
compiler, or, if he included some of his own compositions, 
the compiler/composer.
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The collection appears to have teen made over a period of 
time. T7h.ilo the hand is always the same, the ink changes 
and the writer frequently -goes back and makes changes, 
Some p?leces are left incomplete eg., 62 and some have
bars or sections crossed out eg., tt) . This might suggest
a composer* s manuscript. It is likely that the writer was
making the collection for his own use and was therefore a
player of both the lute and the baryton. This latter hypo-
-] 9
thesis is the most likely.
Throughout the tablature many inscriptions eg., "Jesu mein 
grosses Hcil" sug-and titles eg., "Auf die Viol" 63b! 
gest a German origin. However no concordances have been 
found vith the German Viola da Gamba literature or indeed 
any other contemporary source.
The initials SMD-3 and the Insignia do not throw any light 
on the problem, as they are likely to belong not to the 
composer but to the past owner. Their significance is un­
known. The Academy of Sciences has 'owned the manuscript 
for over two hundred years and acquired it from an unknown 
source. It does not possess any other manuscripts vith 
similar insignia, and cannot offer any suggestions as to the 
identity of its original owner. The second question there­
fore remains unanswered.
3) Date
The date l6l’l appears only on the parchment cover of the 
manuscript and it cannot be firmly established whether this 
is original or not. The librarian of the Academy of Sciences 
believes the elate to be correct. The following investigation 
of the style of the music tries to establish the truth of 
Inis contention.
1. Catalogue of Extant Baryton Manuscripts No.2
162
If this elate is proved to bo correct then the nanuscriot 
contains no t only the earliest extant nusic for the b a r ­
ton, but also constitutes the.earliest known reference to 
the existence of the baryton.
O
Fruchtman~* states:
"The earliest known record of the existence of the 
baryton is found in an account in Mersenne’i 
Cogitata Physico-ilat.hema.tica of 1 6 h k . M
whilst Fruchtnan knew of the existence of the tablatures, 
bat had. no access to them, their date and therefore their 
significance has been unknown until now.
Because of the anonymity of the composer(s) the date of 
the manuscript cannot be verified. Their form, style and 
notational method all point to a, period of composition 
c1600-1650, further verifying the date. There is no evi­
dence to contradict the date of 1 611 . It must therefore 
be concluded that this is correct. Therefore the Tabla­
tures of the Aca.demy of Sciences seems to represent the 
earliest evidence of the existence of the baryton, placing 
the invention, of the instrument at the beginning of the 
sixt een th century.
13 FORMAL TYPES
The baryton works in the Leningrad collection utilise one 
of three simple structural forms:
1) Binary
2) Th rough-c o np o s e d
3) Theme and Variation::
1) Binarv
This is the most common form to be found in the collection 
and is subdivided into two types, symmetrical and asymmet­
rical . (Appendix ICi) I11 the may or i ty of pieces both sections
2. E.Fruchtman - "The Baryton : Its History and Its Music 
Be-Examined" Acta Musicologica XXXIV p.3
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are repeated. Tlie second of which acts as a very simple
development of tlic material presented in the first.
Hounded binary forn, a. later modification, is not evident 
here, suggesting a period of composition of early to mid 
seventeenth century.'.
All the dance movements are in binary form, but there is 
no direct correlation between the dance and the type of 
binary/ form used. The Allemandes all have features in 
common namely/ a moderate duple metre ($ ) , a short upbeat 
and a jrlain, essentially homophonic style,,
The five Sarabandes share many' common features. Each is 
in tripl.e metre with the character of the music suggesting' 
a slow, stately tempo. All are in a predominantly homo- 
phonic style with no upbeats and with the accent on the 
second bea.t of the bar, often emphasised by repeating the
first chord of the bar. 59b deserves special mention for
it is a Saraban.de which is then used as a theme for a set 
of variations.
The three courantes are similar in styrle, having a pre­
dominantly homophonic texture enriched by counterpoint.
They are tyypical. of the early seventeenth century courante 
as each is in triple metre and. opens with an anacrusis.
The subtle rhythmic patterns of the mature baroque courante 
eg. , the hemiola is not evident there but are foreshadowed, 
by the frequent appearance of the dotted crotchet on the 
second beat of the bar which results in some instability 
of rhythm, a characteristic feature of the courante.
^) Through-c ompo s e d
All the through-composed pieces in the collection can be 
described as Preludes. (Appendix Hi) The prelude was an 
introductory' piece suggesting inrprovisation and was free
164
in fora, having a pattern of* continuous development in a 
pro do minantly inonoi?honic texture, punctuated ley homophonic 
passages . It was thcrefore in marked contrast to the 
contrapuntal style of contemporary vocal music.
The tvo barred prelude’s liouever are clearly, alternating 
between monophonic melody and chordal homophony.
3) Theme and Variations
Two variation form movements are found, each employing a
different techniaue. 59b exploits 0. fairly free variation 
procedure, it has a theme and three melodic variations.
8^b on the other hand has a theme and two harmonic vari­
ations.
C HARMONIC PROCEDURES
The harmonic vocabulary is based around clear tonal centres 
and supported by a functional bass line. TJithin that frame­
work however, the language is simple; primary chords (in 
root position and first inversion) and perfect cadences pre­
dominate. Modulations are few and are always to closely 
related keys.
The choice of tonic key largely depends upon the tuning of 
the strings. By choosing a tuning corresponding to the 
tonic chord, a full key chord ca.11 be played on open strings. 
The playing of other primary1" chords in the chosen key is 
thus simplified, as more open strings can be used.
Each key, with the exception of B \p major, uses only one tun­
ing, The same tuning is used for the major and its relative 
minor.
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Or the twenty-five pieces trails crib eel, eight are in major 
hoys and seventeen arc in the minor. (Appendix Hi) The 
riceos use one of four modulatorv schemes:
n \
3)
!0
1) Mo modulation
° h<_> hr 9
o -o -i- D f 91b
60 > 6tii otbii 9 65 ii 9 77b
major:
Ghh±
or b.U
•Tinor keys which modulate to their relative
y l , m f  , [771 , [Gil , Isrbl ,
78b
Major keys which modulate to their dominant 
major: 6 2 b i i 9 63b! 9
•rl
VO
9 68
Major keys which modulate to their dominant 
minor: 62bi 9 o3bii 9 6p i 9 81b
Melodic sequence is the most common structural device 
andDJ 1b , often extended to the accompaniment and 
the harmony, and is occasionally combined with circle of 
fifths modulations to form a modulating sequence.
68 Here clis-The only unusual harmonies are found in 
sonances are created as a result of two contrary motion 
parts. This use of dissonance, which has no precedent in 
the collection, may be explained as an experiment in
counterpoint.
D TEXTURE
Two different textures are evident, they correspond largely 
to two of the formal types. The dance movements consist of 
a treble melody with a supporting homophonic accompaniment,, 
whilst the prelude type movements show a wide ranging arpeg- 
iated melody punctuated by brief homophonic passages.
The dance movement textures can be broken down into three 
layers, a functional bass line on the lower manual, a treble 
melody and inner harmonies also on the upper manual. They
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usually occur on the firsi: beat of the bar and at cadence 
points. The melodic ranee is limited, rarely greater than 
a tenth. This torture is occasionally^ enriched by sequent­
ial repetition, question and ansver textures and contra­
puntal passage vork. The latter however is very much the 
exception as true counterpoint is rare in view of the tech­
nical limitations of the instrument.
The prelude type movements disy>lay a complete.ly different 
texture. They comprise constant quaver movement, often 
vithout metre, broken only by cadence points. The un­
structured melody, vhich broadly outlines the harmonies, is 
passed from one manual to the other and extends over a vide 
range. It is in the form of continuous development and as 
such gives the feeling of improvisation. T7h.il st some pre­
ludes continue this'texture throughout, other examples in­
corporate homophonic passages. Although no struetural 
devices are used, the music of these sections is more pre- 
clic table.
D PLAYING TECHNIQUE
Despite the lacl; of instructions on playing technique in 
the manuscript, certain idiomatic features can be found.
The.two different textures put different demands upon the 
baryton player. The dance movements demand a command of 
multiple.stopping. Up to five notes are notated simultan­
eously, o.lthough because of the shape of the bridge, it is 
likely that the chords mould be spread.
In many of these pieces the lover manual simply provides 
a functional bass line. In some pieces however, the lover 
manual takes on a more contrapuntal role. This type of 
texture Is exploited in the prelude type movements where 
the music vhich comprises for the most part a single melodic 
line, is constantly passed between upper and lover manuals.
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Tlii::; texture c'emids a smooth transition bet-.re on the manuals 
and s0115:Lt:lv;it'' ’bo tala?ice.
In the final prelude* Kj  'i b « tiie tvo textures are combined 
in a unique piece vhich makes {treat demands on the player. 
Counterpoint beh/een upper and loner manuals is evident, as 
are complex multiple stops and a constantly moving bass line,
The pieces in this collection demand a high standard, of tech­
nique, comparable to that required by the lyra viol reper­
toire of the time. The lover , manual acids to the already 
c omul ex technical demands of the irr;er manual.
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3TJi u-IAT1Y
The Leningrad Manuscript contains some nieces scored ex­
clusively lor the baryton, vh.ilst others are notated lor 
performance on either baryton or theorbo lute. The col­
lection is anonyious, but details in. the manuscript sug­
gests that it is of Gorman origin. It is lihely to be a 
collection made by a perPormer over a period oP time for 
his ovii use and it can be assumed that he played both 
baryton and lube.
The date 161h , vhich appears on the parchment cover of
the manuscript, is believed to be authentic as the not-
ational procedures and the style of the music as discussed,
eg. , . forr.2, harmony, texture, playing technique, arc in
keeping vitli that date. The Leningrad Collection thus may
be regarded as the earliest knomn surviving nianuscrif>t lor
3
the baryton. Previous research recorded the earliest ref­
erence to the existence ol the baryton as Merscmies^s -- 
Cogitata Physico :fa thcmatica o f  16-:-’;.. This manuscript 
therefore establishes the invention op the baryton c1 6lk 
and as such predates the results oP previous research by 
some thirty years.
• • • • • •
3. B.Fruchtman -"The Baryton - Its History and Its Husic 
Pe-Bxamined" Acta Musicologica hhhlY p.3
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b) THE A.C.< COLLECTION OF BARYTON • TAELATTJPC
A THE COLLECTION
The Hassel Collection comprises fifty-seven short pieces 
notated in modified frencli lute tablature , o f  which f ± f t y -  
three ‘are Tor baryton (The remaining Tour are Tor theorbo). 
The manuscript has no title-page but is preceded by an early 
twentieth century introduction which describes the contents 
o f the manuscript/'* Its author is J. Radhe, a past lib­
rarian. Despite the absence of a title-page, much of the 
missing information eg., the intended instrument, authorship, 
date of composition can be established through stud}r of the 
manuscript. This chapter therefore aims to throw light upon 
these three areas through detailed examination of both manu- 
scrint and music.
1) INTENDED INSTRUMENT
21a: 1 9 21 a : 2 and 22a
for theorbo lute. The remainder is without doubt for bary- 
ton as the word BARITON appears at the head of the first
tablature, x^age 1, and in the title of |23b:1 ALLEM(ANDE) 
MISE FflR LE BARITON LE 2k- APRIL 16?0. This is further sub­
stantiated by the method of notation used. All the- pieces 
are notated in modified french lute-tablature of the type 
found in the Leningrad Manuscript and Ilruuse Co3_lection. 
The tablatures,with the exception of 8a: 1 9 1 2a 9 13a and
1pb:1 , demand an instrument with two independent sets of
strings; an upper manual of six strings with a range of
3 #
which are tuned in a scordatura manner,
1. Catalogue of Extant Baryton Manuscripts No.2
2 . I 25b| omitted from all discussions as it is a dup>licate
2|ox _
3. Appendix J&Li 170
and a lover manual of at least fifteen strines tuned 
A f - a:
JSL
°   -Q —b-O-
^ Tf* U W
_ O '
I x 3 4 - 5 6 ? - 8 9 i o n
v  *  * r  s
The four remaining joieces require an additional set of 
nine strings tuned diatonically in the key, vitli a maximum 
ranee of E - d 1 :
m
Tliese strings lie adjacent and parallel to 'the treble 
strings of the upper manual, and are believed to have been 
plucked by the index finger of the right hand. In 1687 
Daniel Speer described a variant type of baryton with three 
manuals. This is a type of instrument equipped to play 
these pieces:
"This instrument is equipped with lute strings in 
addition to the normal boved and underl3ring strings. 
The lute strings are strung on the right side of 
the top of the instrument and are plucked by the 
little finger of the right hand. The use of these 
strings is said to produce an echo effect to the 
boved tones and the tones of the plucked metal 
strings."
The baryton in the Scheurleer Collection is the only ex­
tant example of a baryton vith three sets of strings, how­
ever the additional set appear to serve only as a sympa­
thetic vibrator.
D. Speer: Unterricht der Musicalischen Kunst. Ulm 1687 
also Appendix P. Related Instruments and Variants, 
f. Gemeentemuseun of the Hague.
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The layout of the music suggests a playing technique very
similar to that required by the Leningrad Collection (in
fact many problems dealt with there, apply equally well
here). The upper manual chords are almost invariably
-written in closed positions. The occasional use of slurs
is also evident indicating a bored manual. The lower
part is dominated by stepwise movement, which greatly fac-
6
ilitates its execution. * This type of writing would not 
be necessary if a second bowed instrument were to play 
this line. This iDrovos conclusively that the pieces were 
written for the baryton.
2) AUTHORSHIP
Forty-one of the Kassel pieces are anonymous, the remainder 
are assigned. Some bear the full name of the composer, 
whilst others have an abbreviation or initials. The com­
posers are identified as follows:
U . Pv. - Halter Rowe
Gautier - Pierre Gautier
Pinelle - Germain Pinelle
Joh:Jen - John Jenkins
D. S. - Dietrich Steffkens
7.Mr Joung - Uilliam Young
It is unusual to find a collection dating from this period 
which contains pieces by composers of various nationalities, 
as this one does. It is not clear whether these pieces were 
originally written for the baryton or whether they are arr­
angements. If the latter is correct, then the identity of 
the arranger must be established, as it is likely that he 
also assembled the collection.
6. See page 72
7. Appendix N
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Eleven concordances have been found with the collection, 
they are:
/ cl Mascarade Simon Ives - The Fancy
i) British Library:LBM.ADD. 
l8>940-4f 34b - a.4.
ii) Oxford, Christ Church:
OCH 431f 5b - keyboard
iii) Oxford, Christ Church:
Din 23.4.13 no 20 - 2 
Lyra viol, one part lost,
iv) Lefkowitz’s ’’Trios Masques 
au Cour de Charles I”
Pari s a .4.
8a: 2 Libertar Pinelle - Libertar
i ) Kass el : 2° Ms •Mus.61e f 
1 - 8 a 5 in C
17b:2 Courante Jo(hn) Jen(kins)
i) Manchester XVII tuning
Ho.7 p.183:2 Jenkins ededf
ii) Goess *Cf seq. (39), eded(f) 
Stef kens.
18a: 1 Go css *Cf seq. (4-0)
Courente Stefkens, ededf 
■(Stefkens Ho.633)
18a:2 Aria - D.S. Goess fC f seq. (37)
C(ourante) Stefkens, ededf 
(Stefkens Ho. 632)
1 9b : 2 Se,rab ( ande ) Ir Joung
Manchester XVII tuning n o .3 
p.181 ededf. Young 
Goess 1 C f seq. (38), ededf 
S(araband) j(oung)
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?a Gi gu e
24a: 1 Sarah ( ancle)
Stcffkins 571
i) Goess A (20) fcdfh
ii) Kassel Book 3 no.54 f.30 
ff ef f
iii) France. Paris Conservatoire 
Res 1111, N o .47 f4l * fdefh
slight resemblance to Jenkins 
Saraband, as PIayforcl 1661, p.75
24b:2 Gavo 11 e Kassel Book 3 H o .13, f .11 *:1, ffeff
25a; Gavo 11e = Kassel Book 3 N o . 1 6 ,  P.67, ffeff
7b; 1 Sara ( bancle ) Spagnole = "La Folia
The title of [27b :1 substantiates this concordance as an 
alternative title Tor the Folia melody is "Folies d TEspagne". 
This version has not previously been identified so not only 
does it constitute a concordance for the Kassel tablature 
but it also throws further light on the early history of 
the melodv.
These pieces have been found in a variety of arrangements, 
none of which include the baryton. It would therefore lead 
to the conclusion that both these and the other pieces in 
the collection are arrangements made for the baryton from 
works written in other media.. This is further substantiated 
by the fact that, with the exception of Dietrich Steffkens, 
none of the named composers are known to have had any con­
nection with the baryton, either by writing for it or play- 
in-r i t.
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Dietrich Steffkens however” was a baryton p3.ayer of repute 
i.’liose perforraancc was described in a letter wr i11on by
r»
Chris tian Huygens to Ilersenne ' in 16h 6 : ' J *
”It is said that the wonderful Steffken is there 
(of the music of the Elector of Brandenburg) doing 
more wonders on the viola da gamba tha.11 any man 
that' ever was, besides he does still more on the 
viol fitted at the bade of the neck with the metal 
strings.”
There are seven pieces in the collection by Steffkens,
1 0 a 9 1 6b : 1 * 17b: 1 9 1 oa: 1 9 1 0 ~ . 0 i kj a . 1— 9 1 9b : 1 and 2Ja
History describes him only as an exponent of the viola da 
yamba and baryton. Here his works appear alongside those 
of eminent composers who were not known to have had any 
associations with the baryton. Xt therefore seems likely 
that Dietrich • Steffkens was responsible for the arranging 
and assembling of the collection; no doubt for his own 
use. This would then explain why a man' unknown as a com­
poser had works in a collection alongside men of such 
great repute as John Jenkins. It may also explain why 
Steffkens1 name does not appear against all his works in 
the collection, several of which have only been identified 
as a result of establishing concordances. It is not poss­
ible to confirm the hand as that of Steffkens as no auto­
graph manuscripts have hitherto been identified. The pre-
„ a.
dominating hand of the Goess A and ‘manuscripts may be
that of Steffkens but final confirmation is still a long 
way off. If the Goess hand proves to be that of Steffkens 
then the Kassel manuscript is in the hand of another.
However because of Dietrich Steffkens reputation as a per­
former rather than a composer, the reputable company he 
keeps in the collection, and the identification of two of 
the works in the collection as transcriptions, he is the 
most likely compiler of the collection.
G. See chapter: Performers p d  Performances 
9. Goess Ms. * A* (166^), Goess Ms.B (1668) Klagenfurt, 
Austria
j) DATE OF COMPOSITION
The lacl: of a formal title page presents 110 problem when 
assigning a date to the collection as the pages of the 
manuscript bear three dates:
11 b : 2 1633
2 h April 167023b : 1
2pb and 26a 21 April. 1669
There is no reason to doubt this evidence and therefore 
the manuscript can be dated 1653 - 1670 .
I/liether these dates apply to the original composition of 
the pieces, or to their arrangement Tor baryton is not 
clear. It is not possible to find a solution to this iDrob- 
lem, as all the dated pieces are anonymous and therefore 
their original date of composition cannot be established. 
Although all the named composers were at work during the 
period l 653 - l 6 j O , it is, as already stated, unlikely that 
t h e y  collaborated over the collection. The most likely 
compiler of the collection, Dietrich Ste.ffkens, enjoyed 
his reputation as a performer from 1636 to his death cl67^»
If they were, as is suspected, pieces arranged by him for 
his own use, then the dates on the manuscript closely corr­
espond to those of his performing career.
The date 1653-1^70 therefore refers to the approximate 
period over which these works were collected and arranged.
B FORMAL TYPES
formal types are utilised in the Kassel collection,
Binary
Thr o u gh-c omp o s ed
Two simple 
they are: 
1) 
2)'
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1) Binary Form
Tlie majority of pieces in the collection are in binary 
form, although three variants are evident, namely sym­
metrical, asymmetrical and modified binary form. (Appendix 
Kii). Tn most cases both sections are repeated, however 
there are some exceptions. The three pieces in modified 
binary form are rather different, as in each case the re­
peats are written out with variation.
2 ) Thr o u gh- c o mp o s e d
Eight of the pieces in the collection are through-composed, 
that is they present one thematic idea which is developed 
through the whole xaiece without regard for any set formal 
pattern. In every case the movements take the stylistic
features of dances even though they do not utilise the con­
ventional dance form, ie., binary.
Six of the standard baroque dance suite forms predominate 
in the collection; they are Allemande, Courante, Sarabande,
Gigue, Gavotte and Prelude. Alongside these are pieces with
titles such as Mascarade, Libertar, The Paragon, etc.
The Allemandes display many common, stylistic features. A 
preference for asynmetrical binary form is coupled with a 
moderate duple metre and a figurative melody supported by 
a plain, essentially homophonic accompaniment. Additionally 
some have an anacrusis, a step towards the styalised Alle­
mandes of the mature baroque suite.
The Courautes are in a moderate triple metre usually with 
an anacrusis and a polyphonic texture. Their primary dis­
tinguishing feature is the predominance of a dotted rhythm
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and a peculiar tendency in tlie penultimate bar of each 
section to extend the time signature by inserting a bar 
of time. The latter trend became more marked in the 
nature baroque period•
The Sarabandes utilise the characteristics of the seven­
teenth century form. They are in a dignified triple metre 
vith no anacrusis, a prolonged note on the second beat of 
the bar and display a preference fox’ feminine phrase end­
ings. All are in binary form.
The gigues fall into two categories as defined b y  their 
time signatures:
i) <| :
i-b I  ■
13b >
1 4 a »
24b: 1
23a » 27a
Neither conforms to the standard baroque gigae ie., a 
jaiece in a compound time vith dotted rhythms, wide inte: 
vals and a fugal subject.
Pieces 1 4a and i d share some features vith the English 
jig, the forerunner of the Gigue. Both are in triple metre 
and incorporate the .rhythird.c pattern J ,  J J . Tt is 
likely that the term Gigue vas used here in a general sense 
rather than a literal one.
The gavottes are early examples of the form a.s they shovr no 
evidence of an anacrusis nor do they have phrases v/hich be­
gin or end in the middle of the bar. Instead the}7- are dances
4m  a moderate j metre vith a sample, homophonic texture.
Pieces 1 1b: 2 and 15a: 2 are vithout titles and are of the
prelude type. Both utilise asyr.xnetrical binary form.
The remaining i^icces have titles vhich do not iumly any ident­
ifiable features. Each has its ovn individual characteristic;
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They include Mascaraclc, Masque, Libcrtas, Th.c Paragon, 
Aria, Ballet, To rib ear. do M. hossanjio::.
Philsi the majority of the collection comprises individ­
ual pieces, tuo groups are apparent. The first, 12a
1 3a are in Allemande and a Courante. Both arc in
the same hey: B minor
ivelv,
based vroon the same ;nen-
'b: I
1 G a : 1
18a: 2
1 9 h : 1
19b:
rial. although, presen ted in (p: andr ) f .L i( ’CILriG respect-
t lax'ger group, is found later■ on in the irnanu script
mou-events are actually numbcred
1 . ALLE'IAIfDB B (IPTPI cit) STEFFKENS}
o COUPANTE JO (mi) j b n (k i n s )
3 . (c o u p e n t e ) (STEFFKENS)
h . APIA D(IPTPI c h ) s (t e f f k INS)
COUPANTE D(IPTPI cii) s (t b f f k b n s )
d ^ • s a p a b (a n d e ) IP. JOUNG
Although these pieces are in the same key and utilise the 
same tuning, they are clearly vritten by clifTerent com­
posers so cannot be considered a suite in the conventional 
sense.
C HAPTIONIC PPOCBDTJPE
The harmonic voca.buJ.ary of* the Kassel Collection is very* 
similar to that Bound in the Leningrad pieces, ie., it is 
based, around clear tonal centres and is supported by a 
functional harmonic bass line. Primary chords and perfect 
cadences predominate. Modulations, -whilst still to close! 
related keys, occur more frequently.
Once again the choice of tonic key is related to the tun­
ing of the upper manual.
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The three upper manual tunings are used for a variety o: 
keys as shown below ( Anpcndir: Xbii' :
uajor
D mmoi
a a
( B minor
•'* 3 d ♦ ■' 4 '  1 d m J o r
F^ A d i a .  d f D major
Not all the keys are exclusive to one tuning.
O f the fifty-two baryton tablatures transcribed, sixteen 
are in major keys and thirty-six in minor. From these 
tonic keys modulations arc quite numerous, although some 
pieces stay in the same tonic key throughout. Five simple 
modulatory schemes are evident,they are:
1) No modulations (passing modulations excepted)
2) Minor keys which modulate to their relative major
3) Major 'keys which modulate to their dominant major
s') Minor keys which modulate to their dominant minor
3) Ending in another key
In each case these modulations form the principal land­
marks, brief modulations may occur which are often confined 
to the second half of the movement. Such modulations occur 
far more frequently than in the Leningrad pieces. Their 
chief patterns are:
1) minor to relative major
2) tonic major (minor) to dominant major (minor)
3 ) brief passing modulations to closely related keys
Similarly the harmonic vocabulary is very little different 
from that of the Leningrad collection. Dissonances are
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occasionally used to colour the harmony, the most common 
being the 7 - 6  suspension. Such dissonances are sparingly 
used. then they do appear they are always correctly pre­
pared and resolved.
The use of hey in the grouped movements deserves mention fox’ 
in every case tonality is the most important unifying element 
be t we en th e  movements•
D TEXTURE
The texture usually comprises an upper manual melody and a 
supporting functional harmonic bass on the lower manual, 
intermittently supported by inner harmonies. Counterpoint 
is absent. The melody line is typical of mid-seventeenth 
century dance movements, it is dominated by smooth step­
wise movement broken onl3r by leaps of a third or fifth, 
often in arpeggio patterns, or by octave leaps. Such leaps 
becoming a dominant feature of the melody. The melodic 
range is wider than that of the Leningrad. pieces, frequently 
ranging over two octaves.
Little use is made of either identical repetition of melodic 
ideas or sequence. Modulating sequences do occur but are 
very rare, repetition of rhythmic patterns is a much more 
common device.
Two types of melodic transformation are evident in the coll­
ection, they arc:
1) variation technique
2) canonic : imitation
Melodic variation is obviously extensively used in the mod­
ified binary form movements (a, a f, b, b*).
181
iiral element of a second section, resulting in a cues fcion 
and answer texture, eg. , 1
The additional manual is employed- in four pieces. Xt acts 
either as an echo to the upper manual or creates a two part 
texture with the lower manual. Xt is plucked and therefore 
contrasts with the bowed upper manual, and to a lesser ex­
tent, with the more resonant jjlucked lower manual.
X PLAYING TECHNIQUE
No details.on playing technique are contained in the manu­
script but the style and texture of the music is similar to 
that o f .the Leningrad Manuscript, suggesting the same play­
ing technique with one exception, the additional manual.
This set of strings runs parallel to the bowed strings, on 
the treble side of the fingerboard and are plucked with the 
index finger of the right hand.
The upper manual part, which is always bowed, is predomin­
ant 13^  a single melodic line punctuated b y  phrases in two 
parts, usually in thirds or sixths. Three or more note 
chords are generally confined to the first beat of a phrase 
or to cadence points, where the chords are spread. On rare 
occasions extreme demands are made on the player b^ r Includ­
ing long passages of multiple stops. The upper manual may 
at other times become very complex when it lends itself to 
passages suggestive of free improvisation.
The additional manual is always plucked. Usuall}r it is a 
single melodic line although two part passages occur. These 
would be plagued b y  the index and middle fingers of the right 
hand. Because of this the upper and additional manuals never 
play together. Instead it either echoes the upper manual, 
or provides the top line of a two part texture with the lower
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manual. This manual is used sparingly and with effect.
The lover manual plays single notes only. Stepwise move­
ment predominates although small 1eaps occur particularly 
at cadences to form V-X nrogressions.
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SUMMARY
The Kassel Collection contains fifty-seven tablatures of 
which fifty-three are for the baryton. That they are for 
the baryton is clearly substantiated by the reference to 
"BARITON" in the manuscript and by the notation and tex­
ture of the music. However the baryton required to play 
the Kassel table.tures needs an additional manual. Supp-
l.enentary evidence clearly suggests that such an instru­
ment was known at the time.
The manuscript clearly7- names some of the composers whose 
works appear in the collection, they7- are: Hal the r Rowe, 
Pierre Gautier, Germain Pinelle, John Jenkins, Dietrich 
Steffkens and Hilliam Young. The identity of the collect­
or/compiler is not revealed, however research has shown 
Dietrich Steffkens to be the most likely person.
No precise dates have survived for the individual com­
positions as it is not clear whether the dates bourne by 
the manuscript refer to the date of composition or arrange­
ment. The dates in the manuscript however do define a 
period of time over which this collection was assembled 
and those dates are 1653“1670.
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c) J « G « KRAUSE - IX PAHTIEN AUF DIE VIOLA PARADON
A THE PUBLICATION
The ”IX Partien auf die Viola Paradon” are the only known 
published works for the baryton of the early eighteenth 
century. The copy held by the Sachische Landesbibliothek 
appears to be the only one surviving. An early twentieth 
century transcription of the Partitas is housed in the 
Gesellschaft der Musikfreunde in Vienna, The introduction 
is transcribed into modern German and the music is trans­
cribed in staff notation.
The Partitas are preceded by an eight page introduction.
The title page identifies the type of piece, the instru­
ment and the composer*s position. The whole is framed with 
a design incorporating three cherubs, two playing lutes and 
a third a viola da gamba. At the bottom right hand corner 
is a small keyboard instrument and at the bottom left a 
drawing, possibly representing bookshelves.
Page two is headed by a crown and two cherubs who hold a 
curtain on which is written the dedication to Duke Christian 
Ulrich with a list of titles and offices.
Three pages of introduction follow which, after a prelim­
inary address to the reader, describe in detail the struct­
ure of the baryton, its tuning, notation, and playing tech­
nique. An explanation of how the tablatures can be modified 
for the lute follows. Krause concludes with the promise that 
he is:
”ready if called for to produce in future another book 
for the viola paradon together with the violin and 
the basso continuo to prove that I am the humble 
servant of all music lovers.”
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The introduction is followed by two poems (page five to six). 
The first, in German, is by Daniel B&ttner described as a 
theology student and the second, by another non-musician, 
Adamus Mittuchius, in Latin. Both poems axe in praise of 
the baryton and its music, which culminates in the statement:
Mwhat the harp and gamba could hardly do together, 
the paridon amazes by doing on its own.”
Pages seven and eight comprise an address to Duke Christian 
Ulrich of Wurtemberg to whom the work is dedicated.
The importance of the Krause publication lies in three areas:
i) first published baryton works,
ii) detailed evidence on structure, tuning, notation 
and playing technique,
iii) method of modifying the tablature for the lute.
However some information is lacking, namely:
iv) biographical detail,
v) date of composition.
i) First published baryton works
The Krause Partitas not only constitute the first published 
baryton works but were also the only ones to be published 
until the twentieth century when the Haydn baryton trios 
appeared. # Supported by the existence of. barytons in 
Germany in the late seventeenth century it shows that a trad­
ition of baryton playing had been so established, that there 
was a demand for published music for the instrument.
ii) Detailed evidence on structure, tuning, notation and 
playing technique
2
¥ith the exception of the entry in James Talbot*s Manuscript, * 
this introduction constitutes the only primary source material
1 • Joseph Haydn Werke - Henle edition. The volumes contain­
ing baryton pieces were published in the 1960*s.
2. James Talbot*s Manuscript - Christ Church Ms. 1187
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on the tuning, notation and playing technique of the bary­
ton. It provides a great deal of detailed information 
particularly on the latter two topics.
iii) Method of modification for lute
Despite the apparent popularity of the baryton in Germany 
in the late seventeenth century, there was probably very 
little demand for a publication such as this. To broaden 
his prospective market therefore Krause explained how the 
baryton tablatures could be modified in order that they 
were playable on the lute, therefore broadening his pot­
ential market. The idea of notating the music so that it 
could be played on more than one instrument was not a new 
one, it is evident also in the Leningrad tablatures* This
principle has already been discussed and needs no further
4
amplification here. *
/
iv) Biographical detail
The only biographical details contained in the publication 
are the composer*s name, Joh. Georg. Krause and his occup­
ation "court musician and organist in Gros Weigelsdorff•"
The entry for Krause in Eitner contains little more in­
formation. He cites Krause*s place of origin as Breslau 
and states that his life spanned a period c late seventeenth 
century to early eighteenth century. (This will be further 
substantiated in the discussion on the date of composition*) 
These works appear to be his only extant compositions and 
as there is no other known reference to Krause, it can be 
concluded that he was a composer of little repute.
3. This material formed the basis for discussion in the 
chapters s
The Tuning of the Baryton 
The Notation of Baryton Music 
The Playing Technique
4. See chapter The Notation of Baryton Music
5* J.G*Krause entry*in R.Eitner, Biographisch - biblio-
graphisches Quellen-Lexicon der Musiker und Musikgelehrten.
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v) Date of Composition
It is unusual for a publication which contains so much 
introductory material not also to bear a date but such is 
the case with the Krause partitas* However there are sev­
eral clues in the copy which point to the date, they are:
i) the dedication of* the work
ii) the method of* notation
iii) the style and form of the music
iv) the type face
The dedication of the work is important for Duke Christian 
Ulrich, the dedicatee, died in 1704, therefore the Partitas 
must have been written prior to that date* The modified 
form of french lute tablature found in the publication be­
came obsolete around 1700 which would suggest a date of
composition no later than 1700* The style of the music,
short, simple movements which do not display the complex 
structure and counterpoint of the late baroque suite, and
the choice of dances eg*, Courante, Allemande, Sarabande,
6etc*, further substantiate the date of around 1700* * The 
t y p e  face is similar to that found in many of the public­
ations which appeared around the turn of the seventeenth 
century* These four considerations therefore indicate a 
date for the collection of c1700 and certainly no later 
than 1704.
3 FORMAL TYPES
The nine partitas are multi-movement works which contain 
from four to seven movements* All fall into one of two 
structural forms, (Appendix Kiii):
1) Binary
2) Through-composed
6* See the discussion of form and style in Section B
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1) Binary
The majority fall into this category, although two distinct 
types are evident, symmetrical and asymmetrical. Both sec­
tions are repeated in the majority of cases.
Of the thirty-three binary form movements only three do not 
have dance titles, they are entitled Aria. These movements 
have song-like melodies over a functional bass line. The 
remaining are dances for which binary form would be expected 
and that is indeed the case. In all seven dance types are 
found: Allemande, Courante, Sarabande, Gavotte, Bourree,
Menuet and Ballet.
The Allemandes show the rhythmic characteristics of the 
stylised seventeenth century dance. All are in a duple or 
quadruple metre, a short upbeat and a plain essentially 
homophonic style.
Similarly the Courantes follow the stylised baroque model 
in the Italian tradition; a strict triple metre without any 
indication of the rhythmic ambiguity of the French Courante.
The Sarabandes have a slow, dignified triple metre. They 
have no anacrusis and this represents the seventeenth cen­
tury type, nor do they have an accent on the second beat of 
the bar.
The Gavottes display the rhythmical features of the mid­
seventeenth century form, the quadruple metre is present and 
the phrases begin and end in the middle of a bar but unlike 
the mature Gavotte it lacks the upbeat figure of two crotchets.
The three characteristic rhythmic features of the baroque 
Bourse; the use of a duple or quadruple time signature, a
189
brisk metre and an upbeat introductory pattern are all evi­
dent in the boures of the Krause collection.
Seven Partitas incorporate Menuet movements. They are 
characteristic of the baroque period as all have a triple 
metre, and are short, simple pieces with a moderate tempo, 
giving the dances a graceful, dignified aspect.
The ballet however is a much less common form. Its primary 
features are its binary structure, quadruple metre and el­
aborate melody line. It was in evidence in the early seven­
teenth century and had largely died out by c1700.
2) Through-c ompo s ed
The through-composed movements are in free style, based on 
one thematic idea and opening and closing in the same key. 
With one exception this form is used only for first and last 
movements, when they are called Praeludium and Final respect­
ively. They are however in individual style, as by virtue 
of their freedom, they are very personal movements. The 
Praeludia are brief movements, varying in length from seven 
to eleven bars of quadruple time. Each develops a single 
idea and has a predominantly two-part texture which is occ­
asionally harmonised at beginnings and ends of phrases. The
Finals are also brief movements, varying in length from
4three to twelve bars of ^ time. As with the Praeludiums only 
one thematic idea is developed but here the texture is thick­
er often in three or even four parts.
c HARMONIC PROCEDURE
The harmonic procedure of the Krause Partitas is very simi­
lar to that found in the Leningrad and Kassel collections, 
although certain refinements are evident. The upper manual
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is supported by a functional harmonic bass line which dir­
ects the course of the music. The Partitas are composed 
around clear tonal centres. Primary chords and perfect 
cadences still predominate, although the latter are not so 
numerous. Modulations are to closely related keys but are 
occasionally limited by the brevity of some of the move­
ments.
The choice of tonic keys is again related to the tuning 
although, Krause is moving towards a standard tuning and 
used the tuning A d f a d* f * predominantly. Only if the 
key is completely unsuited to that tuning does he change it
A d f a d« f *
rD minor, F major, Bbmajor,
' C minor, C major, G- major,
 ^A minor, E|p major.
A d f^a d* f^1 D major
Each of the Krause partitas are in a different key "aus 
unterschiedlichen Tonen”, ranging on the flat side from 
E(? major to D major on the sharp side. Within the Partitas 
however, each movement begins and ends in the same key. Of 
the nine Partitas three are in minor keys and six in major. 
Modulations from these keys are numerous, where the length 
of the piece permits, although some of the Krause pieces 
are only three or four bars in length. The majority have 
an important modulation at the mid-point (or double bar in 
binary form movements). In all five simple modulatory 
schemes are evident, they ares
1) No modulation (passing modulation excepted)
2) Minor keys which modulate to their relative major
3) Major keys which modulate to their dominant major
4) Minor keys which modulate to their dominant minor
5) Major to relative minor
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Chromatic colouring is occasionally found in the form of 
augmented chords eg,, Italian sixth used as part of a 
cadential progression. Such examples are rare. Cadences 
are also often coloured by seventh chords, suspensions, 
sequences and tierce de picardies in minor keys.
D TBXTUBB
The prevailing texture is of a melody on the upper manual 
punctuated sparingly by inner harmonies and supported by 
a functional harmonic lower part. Some pieces do however 
show preference for a simple two-part texture eg,, the 
Menuets, whilst others display a thicker texture eg., the 
Finales. The melody line is predominantly stepwise, as 
would be expected of a simple baroque dance movement.
On the wholecounterpoint is absent but several passages 
do occur where a question and answer texture is developed 
between the manuals, using the same motive treated sequen­
tially.
The principal technical devices in evidence are repetition, 
variation and sequence. Melodic material is frequently 
repeated, sometimes literally but more often with slight 
modifications or even more commonly the same melodic phrase 
with a different cadence.
Variation technique is another device which Krause exploits 
to the full in his dance movements although lie never adopts 
the technique for a whole movement. It is usually confined 
to the melody and occurs only in short phrases.
The dominating device however is sequence, and Krause uses 
it in a great variety of ways. Many of his pieces use short 
motives in ascending or descending phrases without modulat­
ing. Other sequences are found in longer passages where 
modulation is their primary function.
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Krause adds refinement to his dances by indicating dynamics. 
These are the first to appear in baryton music. They are 
used to obtain one of the classic effects of the baroque 
period, the echo, and Krause uses them only for this pur­
pose.
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This movement is representative of the collection as a 
whole and clearly displays the various aspects of form, 
harmony and texture.
SUMMARY
The IX Partien auf die Viola Paradon by J.G.Krause are be­
lieved to be the first published works for the baryton. As 
such they suggest that a tradition of baryton playing had 
been established in Germany by the late seventeenth century. 
However their primary importance lies in the contents of 
the introduction as this constitutes the most important pri­
mary source material on the tuning, notation and playing
technique of the baryton up to this point in its develop­
ment •
That the Partitas were composed for the baryton and by J.G. 
Krause is indisputable, but the date of their publication is
not as it does not appear. The study of the few surviving
biographical details of J.G.Krause, the dedication^of the 
work—and the style^cff composition as outlined indicates a 
date of c1700.
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THE BARYTON WORKS IN TABLATURB - A CONCLUSION
The character of* the baryton which emerged during the seven­
teenth century is reflected in the three tablature collect­
ions under discussion. It was a period in which notation, 
tuning and playing technique were experimented with and 
eventually standardised. The result of this refining pro­
cess is highlighted in the introduction to the Krause Par­
titas where the composer goes to great lengths to indicate 
the present practise in these areas. He describes his 
method of notation as a modified form of french lute tabla­
ture with figures beneath representing the lower manual 
pitches where D = 1. This method is also found in the Lenin­
grad and Kassel tablatures but ambiguities which occured in 
both do not appear in the Krause notational procedure.
In the field of tuning Krause settled on a standard one of 
A d f a d* f1 (f d e f d) although he still used scordatura 
tunings for remoter keys. In the Leningrad and Kassel tab­
latures scordatura tunings were the norm, in J,G*Krause they 
were the exception.
J.G.Krause*s account of the playing technique is perhaps 
the most important piece of primary evidence of the century, 
as it constitutes the only detailed material on the subject. 
Many of the conjectural ideas on playing technique contained 
in the accounts of the Leningrad and Kassel collections are 
based on the texture of the music and notational practices 
are consolidated by the Krause introduction.
Refinements in these areas were paralleled by a gradual im­
provement in the musical content of the pieces, not with­
standing the obvious developments that took place in the 
seventeenth century. They also reflect the achievement of 
a balance between the demands of the baryton and those of
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musical composition. This equilibrium was reached in the 
J.G.Krause partitas which constitute the first works of 
any great musical value for the baryton.
All this did not occur in isolation. The structure of the 
instrument itself was developing. By the end of the seven­
teenth century the baryton had emerged from the Viola da 
Gamba family as an instrument in its own right. It had a 
gamba-type body the size of a bass viola da gamba, six 
bowed strings and sixteen to twenty additional strings.
Its primary distinguishing feature, the lower manual, is 
exploited in the tablature pieces more than in any subse­
quent compositions. The demands the Krause partitas make 
on the player are unsurpassed.
The baryton therefore reached a peak of development which 
was reflected in its popularity and hence the need to pub­
lish works for the instrument in the form of the J.G.Krause 
Partitas.
This peak was sustained by various isolated works (in staff 
notation) during the early eighteenth century before ach­
ieving a new peak in the works of Haydn and his contempor­
aries. The instrument by this time had bowed to the demands 
of a violin loving public and had changed its basic struct­
ure, its sound and its role, relinquishing its position as 
a solo instrument in favour of a place within an ensemble.
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12. THE BAROQUE BARYTON WORKS IN STAFF NOTATION - AN INTRODUCTION
The history and development of the baryton is mirrored dur­
ing the period c1700-c1750 in four principal sources:
1) Attilio Ariosti - Marte Placato - 1707
Aria - Sa il Crudel
2) Johann J. Fux - Oratorium - II Fonte della Salute - 1716
Aria - Non T* Amo
3) Schlagl Collection of Baryton Works
b) Ahlgrimm/Fiala Collection of Baryton Works
These works represent the peak of the baryton*s development 
as a solo instrument. The baryton had become very versatile, 
being used as an obligato instrument in Oratorios and Drama­
tic Poems, and as a solo instrument in Concertos, Duets and 
unaccompanied Divertimenti (and other similar works).
The technical demands of the instrument at this time repres­
ent a mid-point between the thick textures of the baroque 
pieces in tablature and its melodic function in the Ester- 
hazy works. The baryton, as it looses its frets, now plays 
from staff notation, therefore implying the establishment of 
a standard pitch. It displays a predominantly two-part tex­
ture, which is occasionally enhanced by inner harmonies. Its 
melodic qualities are emphasised by the highly ornamented 
slow movements of the Schlagl and Ahlgrimm/Fiala works.
This pre-classical use of the baryton represents its peak as 
a fretted instrument before it underwent drastic structural 
and technical changes, as it took its place alongside the 
violin family in the works of the Esterhazy composers.
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a) TWO ARIAS WITH OBLIGATO BARYTON
I Attilio Ariosti - Poemetto Drammatico - Marte Placato - 1707
Aria - Sa* il cradel
The "dramatic poem1* was, without doubt, composed by Attilio 
Ariosti (although the hand is that of an unknown copyist) 
and was completed in 1707* The work includes one solo aria 
"Sa* il crudel per uso antico" which incorporates an obligato 
baryton part. The instrument is clearly identified in the 
manuscript as BAJRITON. The aria is scored for soprano voice 
with baryton obligato and continuo and appears on pages 95h - 
100 of the manuscript score. The libretto is in Italian,
Biographical Sketch
Name : Attilio Ariosti
Dates: 16 6 6 - ?
Bora : Bologna
Career : He left Christian orders as a Servite monk in 1693
when he took up a post as organist at Santa Maria
de*Servi in Bologna. He entered the service of the 
Duke of Mantua in 1669 but only a year later went 
to Berlin as court composer to Sophia Charlotta, 
the Electress of Brandenburg, In 1711 he moved to 
Vienna where he entered the service of Joseph I.
He returned to Bologna on the death of the emperor 
where he lapsed into obscurity.
Output : 22 Operas
3 Oratorios
Miscellaneous instrumental and small vocal works
II Johann Joseph Fux - Oratorium - II Fonte Della Salute - 1716
Aria - Non ttamo
The oratorio is, without doubt, the work of J. J* Fux (al­
though the hand is that of the unknown copyist of the Ariosti 
manuscript), and was completed in 1716, One aria, Non t*amo,
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includes an obligato baryton part* It is undoubtedly writ­
ten for the baryton as the word PARIDON appears at its head. 
The aria Non t*amo is scored Tor alto voice, with baryton 
obligato, strings and continue, comprising violone, bassoon 
and organ. The libretto is in Italian.
Biographical Sketch
Name s Johann Joseph Fux
Dates : 1660 - 17^1
Born : Hirtenfeld, East Styria
Career s Active in Vienna alongside Ariosti, though he was
held in much greater esteem. He studied at the 
University of* Graz and was then appointed court 
composer to Emperor Joseph I in 1 6 9 8. He wrote 
operas and oratorios for many state occasions, 
also church music and instrumental music for re­
ceptions. In 1715 he was made Imperial conductor, 
a post which he held until 17^0 when failing health 
prompted him to retire.
Output : Gradus ad Parnassum - an educational system.
Many Operas and Oratorios
Masses, Graduals, Litanies and Te Deums
Suites, Serenades and instrumental pieces.
THE ARIAS
The Ariosti and Fux works have several common features.
Copied by the same hand on similar paper, they are bound in 
the style of the music library of the Emperor Charles VI 
(1711 - 17^0)• Neither of these works however were written 
for the Emperor as Ariosti*s Poemetto Drammatico is dedicated 
to ”Giuseppe Primo, Imperator de Romani” and Fux*s Oratorio 
was written for the Dowager Empress Wilhelmine Amalie. The 
manuscripts were transferred from the Hof-Kapelle into the 
court library in the early nineteenth century.
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Both arias are examples of the isolated use of the baryton 
within a large scale work. The reason for the choice of 
the baryton as an obligato instrument will be examined in 
the light of the style of the music and the meaning of the 
texts (which in both cases are in Italian).
The form of the arias is similar, as both exploit the fore­
most vocal form of the day, the da capo aria, and employ 
similar harmonic and structural devices.
However there is one striking difference, the style of the 
baryton writing. The technical demands are completely dis­
similar, as Ariosti writes for the upper manual of the in­
strument only, whilst Fux treats the baryton conventionally 
as a melody instrument with its own supporting bass line.
In order to present a more detailed comparison of these two 
arias, they will be discussed under the following headings:
A Form and Harmonic Structure 
B Constructional Devices 
C Texture
D Text and Voice Setting 
E Playing Technique
A FORM AND HARMONIC STRUCTURE
The two arias are both in Da Capo form, the principal vocal 
form of the period. Their outline form and harmonic struct­
ure can be represented thus:
Ariosti Aria Fux Aria
Principal
Modulations Bar No. Section Bar No.
Principal
Modulations
Emaj - Bmaj - Emaj 1-33 A 1-•38 Dmaj - Amaj - Dmaj
Cjfmin - F^min - cjmin 33-44 B 39-• 48 Emin - Bmin - Ef/rmin
Emaj - Bmaj - Emaj 44-76 A 48-•86 Dmaj - Amaj - Dmaj
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They clearly exhibit the same formal pattern and similar 
modulatory schemes. A common feature to both is the choice 
of major keys for the A sections and minor keys for the B 
sections. This contrast of key is further emphasised by 
the introduction of new thematic material for the B sect­
ions. In both arias the repeat of the A section is a liter­
al one. Similarly the text is arranged in a ternary struct­
ure:
A (verse 1) - B (verse 2) - A (verse 1)
Both arias also show the influence of ritornello form, for 
the instrumental sections which open and conclude them also 
appear between the verses. Although the instrumental sect­
ions are not identical their material is closely related:
R A R* B R A R*
s>—  ____ /--------------------'----- ^  -J
A B A
This structure foreshadows that of many Bach arias in which 
Ritornello and Da Capo form are perfectly married and where 
the repeats of the ritornello were treated very strictly.
The instrumental ritornello in the Fux manuscript is of 
thematic significance as its first phrase foreshadows the 
vocal part. In the Ariosti work however the instrumental 
ritornello is thematically independant. In order to estab­
lish the main vocal theme, the voice sings the first phrase 
twice before proceeding with the verse. These methods are 
frequently found in arias of the period.
In both works the harmony is directed by the functional con- 
tinuo part which supports the voice and baryton who are equal 
partners•
B CONSTRUCTIONAL DEVICES
With two works of the same type, written in the same form 
with less than ten years between their dates of composition,
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it is not surprising that the constructional devices found 
in them are very similar.
Repetition is the primary device of Da Capo form with its 
literal repeats. Repetition is also used to emphasise the 
opening vocal phrase of the Ariosti aria before proceeding. 
Literal repetition is rare, however the harmonic and melodic 
structure of the cadential patterns are very similar.
Imitation is another means to achieve variety. The Ariosti 
work begins with an imitative opening based on the tonic 
scale thus simultaneously establishing the tonality. This 
phrase is later subject to inversion. A similar passage is 
found at the opening of the string ritornello in the Fux 
aria •
Question and answer, another closely related device, is fre­
quently found. Neither composer produces a pure echo effect, 
instead the answer is always a comment on the question.
The sequential repetition of short motives is liberally used 
in the baryton obligato parts where phrases are often built 
around a single element eg., a rhythm n  n  (Ariosti, bar 
40). Sequence is occasionally employed as a vehicle for mod­
ulation although such examples are rare.
Other harmonic devices include the fairly liberal use of 
suspensions, and tonic/dominant pedals.
By the very nature of the movements an obligato part is not 
expected to use the same thematic material but to provide a 
balanced melody of its own. Whilst the baryton occasionally 
doubles the voice its course is largely independent, although 
secondary motivic links are apparent.
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C TEXTURE
The two arias are scored for different combinations of 
ins truments s
Ariosti : Obligato baryton (BARITON) notated on one stave. 
Soprano voice
Continuo (instruments not specified)
Fux : Obligato baryton (PARIDON) notated on two staves.
Alto voice
Strings : Violins I and II and Violas 
Continuos Violone, Organ and Bassoon (FAGOTTO)
Stylistically the music is very similar with imitation, 
question and answer phrases and sequence, etc., which con­
tribute to the overall texture.
In both works the vocal sections are accompanied by obligato 
baryton and continuo only. In these sections the voice al­
ways has the principal material, often a very florid line, 
whilst the baryton weaves a secondary counterpoint around 
it. In the Ariosti aria florid passages are more extensive 
particularly between vocal phrases.
The scoring of the ritornello sections display the main tex­
tural differences. In the Ariosti aria the scoring is un­
changed, a single melodic line on the baryton supported by 
the continuo. These instruments are not identified in the 
manuscript but are likely to be keyboard plus violone or 
cello.
In the Fux aria the larger resources allow a greater variety 
of texture. Although the greater part of the aria is still 
accompanied by baryton and continuo, the ritornello sections 
have a four-part contrapuntal texture comprising violins I
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and IX, viola and violone* As well as alternating vocal 
and instrumental passages Fux also varies tlie content of 
the continuo group:
Bar Section Continuo Scoring
1-12 Ritornello Solo violone (pizzicato) Baryton
1 2 - 3 2 A Organ, violone (arco), 
bassoon
Voice and baryton
32-38 Ritornello Violone (arco) Violin I & II and 
Viola
39-48 B Organ, violone (arco), 
bassoon
Voice and baryton
49-60 Ritornello Solo violone (pizzicato) Baryton
60-80 A Organ, violone (arco), 
bassoon
Voice and baryton
80-86 Ritornello Violone (arco) Violin I & II and 
Viola
D TEXT AND VOICE SETTING
The title page of the Drammatic Poem by Ariosti clearly 
identifies the author of the text:
POESIA DI PIETR* ANTONIO BERNARDONI
The work, which has a secular text, does not appear to have 
been written for a specific occasion, but the dedication 
clearly indicates that the work was written for:
GIUSEPPE PRIMO/lMPERATOR DE ROMANI
The text of the aria reads:
Original Translation
1• Sa*. il crudel per uso antico The cruel one by old custom
esser fiero esser mendace knows how to be proud, how
2. e divener e* nemico e della to lie and to become an enemy
pace of peace
The text of the Fux oratorio, however, is anonymous, although 
he clearly states its purpose on the title page:
LA SERA DEL VENERDI SANTO (For the eve of Good Friday)
20k
The text of the aria reads:
Original
1. Non t*amo per il Ciel, che puoi donarmi; ma sol perche 
d ’Amor tu* il fonte sei, e sol perche l*amarti e*un 
dover mio.
Translation
X do not love you for the heaven you give me; but because 
you are the source of love, and because to love you is my 
duty.
Original
2. Ne temo del tuo sdegno il braccio e l*armi per un 
servil timor de* danni miei ma sol perche tener deggio 
il mio Dio.
Translation
But I fear not your anger or your weapons because of a
servile fear for my own safety rather because X must fear
the God that rules me.
In both cases the texts are presented as two verses arr­
anged in a ternary structure, thereby conforming to the 
Da Capo form of the music.
There is no obvious reason why these two arias should have 
an obligato part for baryton. The mellow, plaintive tone 
of the baryton had certain connotations eg., sorrow, grief 
etc. ¥hilst both these arias are slow, neither of them ex­
press intense feelings. The baryton does however enhance 
the general mood of the text.
The Ariosti aria is written for soprano voice, notated in
soprano clef, with a range of:
■ — in/.----------------- ----------- ;
— ^  -------J.----dp-X2-----------------u
whilst the Fux aria is for alto voice and is notated in
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alto clef*. Its range is:
Both composers give their texts a predominantly syllabic 
setting. The vocal parts are dominated by arpeggios and 
stepwise movement where repetition and sequence are the 
primary structural elements.*
Xn both arias a da capo repeat is indicated. It is highly 
unlikely, however, that the second return of* the A section 
would be elaborated as, with an already complex vocal part 
with baryton accompaniment, little scope is offered to the 
singer.
E PLAYING TECHNIQUE;,
As both pieces are isolated arias within a large scale work, 
no details on playing technique or timing are given. Whilst 
these works are similar in form and style the demands they 
make upon the player are rather different as the Ariosti 
aria does not appear to exploit the lower manual.
The baryton part in the Ariosti aria is notated on one stave 
only. Its prevailing texture is of a single melodic line 
broken occasionally by chordal passages which provide an 
accompaniment to the voice. These chordal passages are in 
three or four parts and are notated with the stem of the 
lowest note pointing down. It is possible therefore that 
these notes could have been played on the lower manual of 
the baryton, however their range which is:
would appear to be too high in comparison to the normal
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playing range of the lower manual:
It is therefore highly unlikely that these notes were in­
tended for the lower manual. The range of the baryton 
part, which is therefore for the upper manual only, is:
The continuo part, which plays throughout the aria, pro­
vides the necessary harmonic support and therefore makes 
the lower manual redundant. The technical demands made up­
on the player are therefore far less than those made by 
earlier baryton works.
The upper manual part has two distinct textures. 'When the 
voice is silent the baryton provides an elaborate melody 
line of essentially stepwise and arpeggio movement. When 
accompanying the voice the baryton provides a three or four 
part chordal texture in crotchet and spread from the bottom. 
The very sedate tempo: Largo, means that the demands made
upon the player even in multiply stopped passages were small.
The tuning of the baryton may also have contributed to the 
ease with which these chords could be played, the tuning is 
however not indicated. The staff notation gives few clues 
as to the possible tuning, and as there was no standard tun­
ing, speculation is of little use. However the advent of 
staff notation meant that one must quickly be arrived at to 
facilitate the playing of the instrument.
Unlike the Ariosti aria, the Fux piece makes full use of 
both upper and lower manuals. Notated on two staves it is
'J ~&r
207
written as a predominantly two-part texture of melody and 
supporting harmonic bass occasionally supplemented by double 
steps at cadence points. Sometimes the double stops are ex­
tended to form strings of suspensions. The range of the 
upper manual is:
The character of the baryton part is the same throughout 
whether it is played on its own or to accompany the voice. 
The melody line is again dominated by arpeggio patterns 
and stepwise movement, but has little of the elaborate dec­
oration of the Ariosti part, although trills are occasion­
ally indicated. The lower manual part is fundamentally a 
functional harmonic bass which is supplemented, but not 
doubled, by the pizzicato Violone.
The appearance of an isolated movement with baryton obligato 
in both these works shows the baryton in a new role for they 
are the first concerted works for the instrument. The use 
of the baryton in consort set a precedent which culminated 
in the Esterhazy baryton works. The style of these baryton 
parts is rather different from that of the tablature works 
in which the accent was upon complex textures rather than on 
a single melodic line.
These works, employing staff notation for the first time, 
highlighted the need for a standard tuning to facilitate the 
reading of the music. The search for a standard tuning app­
ears to have been one of the major preoccupations of compos­
ers for the baryton during the ensuing period.
whilst that of the lower manual is
SUMMARY
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b) TWO RELATED COLLECTIONS OF BARYTON WORKS
i) WORKS FROM STIFT SCHLAGL 
il) AHLGRIMM/FIALA COLLECTION
A WORKS
The music archive Stif t Schlagl formerly housed twenty- 
eight baryton works in manuscript. Of* these twenty-six 
were unaccompanied whilst two, 15* * Concerto per il 
Baritone a 7 Voce* by Joseph von Fauner^*and 19^  *Solo 
a Due Paritoni* by Franz von Fauner are concerted. The 
baryton pieces were catalogued in the early nineteen- 
fifties by Efrim Fruchtman .who kept a thematic index of 
them. Since that date three have been lost:
[1 9I Solo a due Pariton - Franz von Fauner
23 Solo per il Baritono - Franz von Fauner
26 Parthia per il Baritone e Violino - Joseph Ziegler
and only incipits remain. Only the bass part oft the Con­
certo by Joseph Fauner has survived.
The manuscripts appear to be written in six different 
hands and identify the instrument with five different 
spellings. (Appendix 0)
The Ahlgrimm/Fiala Collection comprises eight anonymous 
works for unaccompanied baryton. As part of a private 
collection held by Erich Fiala of Vienna, they were stolen 
in 195^-55 never to be recovered. Only the thematic index 
made by E. Fruchtman survives.
Two of the works in this collection are duplicated in the 
Schlagl Collection:
ahlg ri mm/f i a l a collection SCHLAGL COLLECTION
[ 3  I Divertimento del Paridon 8 Divertimento a Pariton
Ik I Solo k Paridon 9 Solo a Paridon
1• The SchlHgl composers use various Italianate versions of 
their Christian names despite their Austrian origins.
They will therefore be identified by their names in their 
likely original form: Giuseppe - Joseph, Francesco - Franz, 
Antonio - Anton
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The Identity of the hand is unknown and, due to the loss 
of the manuscripts, no comparison can be made with the 
various hands found in the Schlagl manuscript. Three 
different spellings of the name of the instrument are 
found which could indicate more than one hand. (Appendix 0)
These two manuscripts will be discussed together as
a) they are similar in form and style,
b) some of the works are duplicated,
c) only thematic incipits of the Ahlgrimm/Fiala 
collection have survived and therefore do not 
provide a basis for discussion.
The Collections
Both collections are undoubtedly written for the baryton.
The instrument is clearly identified in the titles of the 
2 .pieces although it is referred to by a variety of names, 
ie., PARITON, BARITONO, PARIDON, BARITONE and PARITONI. 
These variations, although not unusual, are significant 
when discussing the first of three major problems posed 
by this collection.
i) Authorship
The composers of twelve of the works in the Schlagl coll­
ection are clearly identified:
Joseph von Fauner 
Franz von Fauner 
Franz Anton Delescliin - 
Joseph Ziegler
i21
and
20
and ITSJ
, 1 ] , [221 and 123
All the remaining works in both collections are anonymous. 
(Appendix N)
The pieces by Joseph von Fauner are copied exclusively by 
hand E, those by Franz von Fauner by hand F, no other works
• • • • • •
2. See the titles of the works in the analytical tables 
(Appendix Kiv)
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appear in these hands* Hands E and F could therefore be 
those of Joseph and Franz von Fauner respectively. As 
these works are the only surviving ones by these composers, 
they cannot be identified positively as autograph manu­
scripts. The spelling of the name of the instrument in 
the titles of these works does vary however. The Joseph 
von Fauner works use the spelling BARITONE and BARITONO, 
and the Franz von Fauner works use PARITONI and BARITONO. 
This conflict of nomenclature, although unusual, does not 
exclude the possibility that these works are in the hands 
of their composers.
The pieces by Delesehln are in hand D. The anonymous pieces 
* 013 and 15 are also copied in this hand. It is there­
fore highly unlikely that hand D is that of Deleschia for he 
would have identified himself. It must therefore be con­
cluded that D is the hand of a copyist. Only one spelling, 
PARITON is found in the titles of the works copied by D, 
which further substantiates this conclusion.
The remaining anonymous works in the Schlagl collection are 
copied in hands A, B and C. Once again variety in the spel­
ling of the instrument is found. Hand A uses both PARITON 
and BARITONO, hand B - PARITON and PARIDON and hand C - 
PARIDON. In addition two of these anonymous pieces are
duplicated within the collection: 10 copied in hand B
appears as 12| in hand C, 10(1) copied in hand B appears
as JJ_ in hand C. In both cases the duplicates are ident­
ical in every other respect (including the title and spel­
ling of the name of the instrument.). This duplication 
would suggest that hands B and C are those of copyists, 
however there is no evidence to indicate whether A is the
hand of composer or copyist.
The isolated work by Ziegler is lost. Although it uses the 
spelling BARITONE, the incipits do not provide enough mater­
ial to ascertain whether or not .it was an autograph manu­
script.
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The administrator of the Schlagl collection says that in 
his opinion it is unlikely that any of these manuscripts 
are autographs* He deems it more likely that they were 
copied by the monks at Schlagl for their own personal use, 
though he cannot suggest from what they were copied. He 
bases his conclusions upon his own detailed study of the 
archives* history and of the musical practices of the 
monastery at that time. The evidence therefore is incon­
clusive.
As only incipits of the Ahlgrimm/Fiala collection have 
survived, no conclusions can be drawn. The pieces employ 
three different spellings of the instrument: PARITON, 
BARITONO and PARIDON. Although these spellings could in­
fer three different composers or copyists if the concord­
ances are compared, it becomes apparent that the same 
piece uses different spellings:
Ahlgrimm/Fiala Collection Schl&erl Collection
I 31 Divertimento del PARIDON jO Divertimento a PARITON
Similarly nothing conclusive can be said about the author­
ship or hand of the Ahlgrimm/Fiala collection.
ii) Concordances
The primary justification for discussing these collections 
together is the appearance of two works in both collections.
As no precise date for either collection is given, it can­
not be said which collection duplicates the other. In fact 
it cannot be conclusively stated that they are duplicated as 
only the thematic incipits of the Ahlgrimm/Fiala collection 
remain. However what has survived is identical to that 
found in the Schlagl collection, although their titles differ: 
Ahlgrimm/Fiala [3 ] Divertimento del Paridon appears as Schlagl 
fil Divertimento k Par it on.
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iii) Date
Neither collection is dated. Evidence must therefore be 
sought from their contents to ascertain their approximate 
dates of composition. The Schlagl manuscript does how­
ever bear the names of four composers and although few 
biographical details have survived, the dates of three 
of them are known:
Franz von Fauner 1706 - 1791
Joseph von Fauner 17^3 - 1808
Joseph Ziegler 1722 - 176 7
A correlation of the probable dates of these composers*
careers points to a general period of composition c1750f 
but no later than 17^7 (the death of Ziegler). This dat­
ing is further substantiated by the notation of the music, 
its form and style.
Staff notation is used. In some cases: 
eg* 9 15* Joseph von Fauner - Concerto per il Baritone 
a 7 Voce
Franz von Fauner - Solo a Due Paritoni19
the works appear to have been presented in full score, al­
though as these manuscripts are incomplete/lost, the cat­
aloguing must be taken as evidence for this. The last 
works known to have been written for the baryton in tabla- 
ture were the J.G.Krause Partitas of c1700. The notation 
used in these collections would thus indicate that they 
were written no earlier than 1700. All the evidence in­
dicates a period of composition c1750*
Certain aspects of the form and content also support a date 
of c1760. These include the use of the divertimento form 
with its multi-movement structure and its use of Menuet and 
Trio form. These points will be discussed in the ensuing 
chapter.
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33 FQRM AND HARMONIC STRUCTURE
All the works in the Schlagl and Ahlgrimm/Fiala Collect-
3  #
ions are multi-movement ones. Some of* their titles give 
clues as to their form, content and purpose, whilst others, 
which include titles such as Solo and Concerto, describe 
more their medium of performance. Yet more have titles 
such as Divertimento, Gallenterie (sic) and Parthia which 
have more formal connotations.
The majority of these works fall into three movements. 
(Exceptions are shown in the table below)
Number of Movements Collection Work
Schlagl 8
. ElAhlgrimm/Fiala 3
Schlagl * liil
Ahlgrimm/Fiala |6
Schlagl EH, i2
26
The three movement Schlagl works utilise two distinct pat­
terns as regards tempo and order of movements s
a) SLOW - FAST - SLOW
b) FAST - SLOW - FAST
In the Ahlgrimm/Fiala Collection a similar situation is 
found.
h  4.The movements in the Schlagl Collection, ’despite their
many and varied tempi, utilise only three structural forms
(Appendix Kiv):
1) Binary
2) Ternary
3) Through-composed
3» Schlagl 1111 and jTSJare omitted from the discussion for, 
as they are duplicates, their inclusion would distort 
the statistical data.
4. Detailed discussion on form must be confined to the
SchlHgl works only as the Ahlgrimm/Fiala works are in­
complete.
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1) BINARY
The majority are binary ones, although two distinct types 
occur, symmetrical and asymmetrical. Examples of the 
latter are most numerous. The modulatory schemes are 
simple, modulating to the dominant major at the double 
bar. Both sections are repeated.
2) TERNARY
The use of ternary form is confined to the Menuet and Trio^{ 
although the individual sections themselves are usually in 
binary form. In the Schlagl collection there are fifteen 
Menuets and Trios; six individual Menuets and one with two 
trios. In the Ahlgrimm/Fiala collection there are two 
Menuet and Trios and five isolated menuets.
3) THROUGH-COMPOSED
Such movements have a single unrepeated section in a free 
style based on a single melodic idea. Examples of this 
form are few, occurring in only two instances:
14 Anonymous - Pari ton Solo in the first movement 
as an Adagio
15 Anonymous - Gallenterie h Pari ton in the first
movement as an Aria Cantabile
Although of an introductory nature, these movements do not 
suggest the free improvisatory style of the through-composed 
movements of the Leningrad and Kassel Collections.
In addition to the Menuets and Trios two other dances appear
ti
in the collection: a Capricio and a Polonaise. The Schlagl
capriceio is a simple symmetrical binary form movement with 
3
a g dance tune, in a predominantly homophonic style*
The baroque Polonaise was a moderate triple metre dance with­
out upbeats, with feminine endings. None of these features 
are evident in the Schlagl example.
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C HARMONIC VOCABULARY
The harmonic vocabulary is clearly diatonic with disson­
ances sparingly confined to dominant sevenths and sus­
pensions. The chords used are predominantly primary ones 
in root position and first inversion. The harmonic speed 
varies according to the piece. Whilst the norm is a new 
harmony on every beat the Menuets often show one harmony 
per bar. The regular phrase structure, which dominates 
these pieces, is clearly defined by cadences,mostly perfect.
All the pieces are in major keys and, with only three ex­
ceptions, all their movements are in the tonic. Their 
keys range from B\> major on the flat side to B major on 
the sharp. Modulatory schemes are therefore confined to 
relatively few combinations.
The predominant texture is a two part counterpoint where 
the upper manual provides the melody, supported by a func­
tional bass line supplied by the lower manual. Multiple 
stops occur infrequently - usually at the opening of move­
ments and at cadence points.
A marked preference for strict repetition results in the 
almost complete non-appearance of modulating sequences.
Pedal points are numerous in the collection and are pri­
marily used to prepare important cadence points.
D TEXTURE AND CONSTRUCTIONAL DEVICES
The Schlagl and Ahlgrimm/Fiala works, with the exception of
5.Schlagl 15* and [19]' are scored for unaccompanied baryton.
They resemble a simple keyboard piece, having a predominantly 
two-part texture which can take several forms;
1) The upper manual contains all the melodic material 
whilst the lower manual supplies a functional 
harmonic bass line.
5* 15*1 Joseph von Fauner - Concerto per il Baritone a 7 Voce.
19 | Franz von Fauner - Solo a Due Baritono.
The manuscript of both are lost and must therefore be 
omitted from the discussion.
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2) Both, parts employ material of equal signif­
icance and are therefore written as a balanced 
two part texture .
3) The upper manual consists of two lines accom­
panied by a third, supplied by the lower manual, 
in a question and answer texture.
Multiple stops occur only when emphasis is required, eg,, 
full chords are found only at cadence points, however para­
llel motion a third below the melody may sometimes be found.
The Ahlgrimm/Fiala Collection supplies two interesting ex­
amples of texture. The first: VARIATIO is a theme and
variations* The concentration of ideas in the first two 
bars and the complex nature of the theme, which is to be 
the subject of a set of variations, is worthy of note. The 
second: GALLENTERIE A. LA GAMBA, is written as a single melod­
ic line for the upper manual,
A wide variety of constructional devices are in evidence 
but repetition is the predominant one. Numerous examples 
of literal repetition are found, also sequential repetition 
which often incorporates a modulation. Imitation is also 
often found between upper and lower manuals. Such imitation 
is usually varied rather than strict, and is rarely main­
tained for more than a few beats. Question and answer tex­
tures do occur but are sparingly employed.
Occasionally harmonic devices are introduced which have 
both textural and structural implications. The most notable 
examples are pedal points and suspensions. Suspensions are 
used sparingly but effectively. They are always carefully 
prepared, sounded and resolved.
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E PLAYING TECHNIQUE
The technical demands of the SchlH.gl and Ahlgrimm/Fiala 
collections are very similar. With two exceptions^*all 
the pieces are scored for unaccompanied baryton and 
utilise both manuals of the instrument. The upper >manual 
has a playing range of:
It plays a single melodic line which may range from a 
simple dance to an elaborate improvisatory movement. The 
melody line is liberally decorated in some movements by 
intricate figurations.
Cadences occasionally occur. They are unbarred and are 
written exclusively for the upper manual except for their 
concluding cadence.
The single melodic upper manual part is occasionally re­
lieved by passages incorporating double stops, usually a 
melody doubled in thirds. Multiple stops, which extend to 
four to five note chords, occur only at important cadence 
points and always lie comfortably under the hands.
The lower manual has a range of :
m
It is dominated by stepwise movement, occasionally broken 
by leaps of a third, fifth or octave.
The resulting demands upon the player are less than those 
made by the Krause works and in fact compare with those made 
by the Fux aria.
6. Schlagl 115* Joseph von Fauner - Concerto per il Baritone
a 7 Voce.
19 Franz von Fauner - Solo a due Paritoni. Both
are lost. 218
SUMMARY
The detailed stylistic study of the two collections throws 
little light on the first two points to be discussed in 
the introduction, namely:
1) Authorship
2) Concordances
The dating of the collection does bear further discussion.
One of the most important features to emerge is the appear­
ance of the Menuet and Trio. The Menuet and Trio super­
seeded the baroque menuet of the dance suite and became 
part of the Divertimento in the works of the pre-classical 
era. The harmonic vocabulary, with its diatonic framework, 
a tendency away from one chord per beat towards one chord 
per bar and its modulations to closely related keys, is 
typical of the period.
Information based on biographical details of the composers, 
notational procedures, form and style all indicate a date 
of c176 0 and certainly no later than 1 76 7 (the death of 
Ziegler).
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THE BAROQUE BARYTON WORKS IN STAFF NOTATION - A CONCLUSION
The pre-classical period of the baryton* s development dis­
plays many features which were to come to fruition in the 
hands of Haydn and his contemporaries. The adoption of 
staff notation was accompanied by two other changes notably:
1 . introduction of standard tunings
2 . the discarding of frets
This fundamentally changed the character and role of the 
baryton and its music.
The baryton now had greater freedom as its player was not 
inhibited by the restrictions of tablature and frets. The 
sound of the instrument was much broader and more expressive 
now that finger pressure alone controlled the left hand 
touch. This was reflected by the appearance of the two 
obligato works, by Fux and Ariosti where the baryton must 
have been chosen expressly for its tone colour.
The J.J.Fux oratorio appears to be the baryton*s one and 
only connection with saored music for the remaining works 
in this period, the Schlagl and Ahlgrimm/Fiala Collections, 
show many of the features of the predominantly secular pre- 
classical period. These are the first of many divertimentos 
to be written for the baryton, although they are the only 
unaccompanied ones, showing the baryton in a new guise. They 
explore the simple binary patterns of the pre-classical 
period, which were soon to evolve into sonata form, and 
utilise the Menuet and trio form. These works show, for 
the first time, the newly emerging character of the baryton 
that was to flower in the classical period.
The introduction of staff notation, standard tunings and the 
discarding of frets was therefore an important step in the 
development of the baryton, as it now made it possible for 
the instrument to compete on equal terms with the violin 
family with such succsss in the works of the Esterhazy com­
posers .
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13. THE ESTERH/ZY BARYTON WORKS
In 1 76 2 Nicholas 11 the Magnificent” succeeded his brother 
Paul Anton to become Prince Nicholas Esterhdizy. During 
his lifetime the Court of the Esterhazyfc*became the most 
important cultural centre of West Hungary. Prince Nich­
olas lived for most of the year on his remote country 
estate of Esterhaza. The palace had two theatres and 
two large concert halls in which two operas and two con­
certs were presented every week. In addition there were
special operas and concerts for the visits of nobles as 
well as almost daily chamber music in the prince's pri­
vate apartment. The prince, who played the baryton, often 
took part in the latter and so commissioned many works from 
his resident musicians. The baryton works Haydn wrote for 
him are comparatively well known, but other composers, not­
ably Tomasini, Burgksteiner and Neumann, also wrote works 
for the prince.
Secondary sources refer to six other members of the Ester-
hazy Court who are said to have composed music for the
baryton: Joseph Weigl, Joseph Eybler, Ferdinando Paer,
Karl Franz, Anton Kraft, Primitio Niemecz and Wenzel 
Pichl. No baryton works by these six are known to have 
survived.
Pohl^*refers to three of these composers when he states:
”Traeg in 1799 advertised the sale of twelve times 
six trios (baryton, viola and violoncello). Traeg 
added that at the request of the Empress (Maria 
Theresa?) the composers Paer, Joseph Weigl and 
Joseph Eybler also wrote for the baryton.”
This is the only known reference to baryton works by both 
Joseph Eybler and Joseph Weigl. Joseph Weigl was principal 
cellist at Esterhaza where he was in service from 17^1-6 9 .
1. F. Pohl, Joseph Haydn. 3 vols. Berlin : A Sasso Nach-
folger 1875-1927 p . 2 5 2
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2.He is believed to Have been an exponent of* the baryton.
Joseph Eybler is not known to have worked at Esterhaza
but was known to have been an acquaintance of Haydn.
3
Paer is also described by E.van der Straeten as a com­
poser for baryton. No other details of these works have 
survived.
Karl Franz is credited with having published twelve con­
cert! for baryton in 1785* This claim is made by South-
2j.
gate T. Lea, ’however he puts forward no evidence to sup­
port his claim. What is certain is that Karl Franz was 
himself a great exponent of the baryton, his performances 
were widely reported.
Anton Kraft, who was a cellist in the Esterhazy Orchestra 
is described by Pohl as both a performer on and composer 
for the baryton. Kraft is reported to have composed sev­
eral trios for two barytons and cello for the prince to 
play. At the performance of these trios Kraft is thought 
to have played the second baryton part. On one occasion 
he is said to have given the second baryton part a solo.
The prince is reported to have stopped playing, removed 
the part from Kraft’s stand and played it himself saying:
”In future write solos only in my part. That you 
play better than X is your duty and nothing to 
your credit.”
Kraft was in the service of the Prince from 1778 to 1790.
Eitner ’reports that Primitio Niemecz, who was the lib­
rarian at Esterhaza and composition student of Haydn, wrote 
many pieces for baryton, gamba and other instruments.
7 •Pohl attributes twenty-one quartets, quintets, sextets 
and octets to Wenzel Pichl. In addition to these, he com­
posed one hundred and forty-eight quartets for the Prince.
2. See Chapter ’Performers and Performances”
3* E.Van der Straeten - History of the Violoncello 1913 p . 6 5 0
4. T.Lea Southgate - ”The Instruments with Sympathetic Strings 
Proc:Mus. Assoc 1915-16 Vol.42
5. F •Pohl - Joseph Haydn I p.252-253
6 . R.Eitner - Biographisch bibliographisches Quellen Lexikon.. 
7* F.Pohl Joseph Haydn I p.252
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Kolisko ‘states that twenty-eight of* Pichl*s works; three
quartets, six quintets, six sextets, six septets and six
octets for baryton were actually published. However it
seems highly unlikely that so many works were published
9for an instrument as rare as a baryton. Fetis states 
that one hundred and forty-eight quartets by Pichl exist 
in the archive of Grosswardein, although there is. nothing 
to substantiate this claim. If these quartets still ex­
ist, it is more likely that the baryton part has been 
transcribed for violin. If that were the case, it -would 
be difficult to identify them as quartets originally writ­
ten for the baryton.
Of all these baryton works only about two hundred and 
fifty works are known to have survived and it is these 
works by Haydn, Tomasini, Neumann, and Burgksteiner upon 
which this chapter is based.
The late eighteenth century and in particular life at 
Esterhaza was very well documented. Despite this, several 
fundamental problems are found in these works. These are 
mainly associated with the works by the lesser known com­
posers, Burgksteiner, Neumann and Tomasini. They ares
Date of composition 
Variation of technical standard 
Scoring of the principal part of Tomasini*s 
works
Nomenclature
!')
2)
3)
4 )
8. R.Kolisko - Wenzel Pichls Kammermusik p. 17
9. F.J.F^tis - Biographie Universalle G&ti^ral de la Musique 
” Pi chi”
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l) Date of composition
Many of the Haydn baryton Divertimenti are clearly dated 
between 1766 and 1775* The manuscripts of the Diverti­
menti by Tomasini, Burgksteiner and Neumann however do 
not bear a date, Tomasini lived from 1741 to 1808, Neu­
mann from 1740-1776* Burgksteiner*s dates are unknown,
A link between Neumann, Burgksteiner and Esterhazy is not 
documented. Tomasini was however well acquainted with the 
Esterhazy court for when Haydn was appointed Kapellmeister 
at Eisenstadt in 1 7 6 1, he immediately promoted Tomasini to 
the position of first violin, thus providing an early and 
precise date for Tomasini*s association with the Esterhazy 
family. It was just a year later, in 1 7 6 2, that Nicholas 
Esterhazy succeeded to the title of prince, which he held 
until his death in 1790. As Tomasini*s Divertimenti were 
dedicated to Prince Nicholas, they must have been written 
during the prince*s reign ie., 1762-1790. !
10. D. Frykland - MViola di Bordone” p.l49
11. F.Pohl - Joseph Haydn X p.261
12. F.Pohl - Joseph Haydn Vol.! p.261
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Burgksteiner is known to have been a bass singer in the 
Esterhazy Chapel up to 1790.^ * As his works for baryton 
were also written for Prince Nicholas then once again the 
dates 1762-1790 apply. Neumann*s premature death in 1776 
at the age of 36 implies that his Divertimenti were writ­
ten before 1776. The majority of his secular music was 
written between 1759 and 1769 when he was chamberlain and 
musical director of the court of the Olomouc Bishop Leo­
pold Egk, and his successor Maximillian Hamilton. It is 
therefore likely that the baryton Divertimenti were a 
product of this period. Further evidence to substantiate 
these dates is found in the waning interest of Prince 
Nicholas in the baryton c1775* and thus the need for bary­
ton works ceased. His enthusiasm was now centred on opera, 
his principal obsession from 1776 to his death.
One of the Esterhazy baryton works, Tomasini*s Divertimento 
Nocturno, was not dedicated to Prince Nicholas although its 
style suggests that it is contemporary to the nZh Diverti-
mentiM. The manuscript does not bear a date but the paper
13. 14.has a watermark. G. Eineder * identifies the watermark
and therefore the paper states that it was made in the St. 
n
Polten Mill, Lower Austria, in the year 1751» and that the 
City Archive and the Civic Hospital in Vienna hold docu­
ments on similar paper, all of which date from the latter 
half of the eighteenth century. This further substantiates 
a date of c 1762-1775 • As the manuscripts of the Divertimenti 
of Tomasini, Burgksteiner and Neumann do not bear a date, 
and as the compositions are all believed to have been writ­
ten for Prince Nicholas Esterhazy, they must also have been 
written between 1 7 6 2 and 1 7 7 5*
x) Variation of Technical Standard
The technical standard of these pieces bears largely upon 
the playing technique of Prince Nicholas, for whom the trios 
were written. Various reports suggest that the prince, al­
though accomplished to some extent, never managed satisfact­
orily to combine the upper and lower manuals of the baryton.
12. F.Pohl - Joseph Haydn Vol.1 p.26l
13. See Catalogue of Extant Baryton Manuscripts No.9
14. G.Eineder - (Watermarks of the Paper Mills in Lower Austria)
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The -writing of* a separate bass line f*or the baryton in an
ensemble in which the duty is normally assigned to the
violoncello would seem a duplication of* function and so is
therefore not musically necessary. Only when the composer
wished to illustrate the possibilities of the baryton was
the lower manual incorporated and so its use was sparing
1 5and its demands varied.
3) Scoring of principal part of Tomasini*s works
The substitution of the violin for the baryton is confirmed 
by the following facts:
i) both the Neumann and Burgksteiner Divertimenti bear
the inscription "Pariton o Violino" on their principal 
part,
ii) Haydn apparently approved the publication of trans­
criptions of some of his baryton music and
iii) the baryton is always scored in music of this period, 
in the treble cleft^(ie., sounding an octave lower, a 
clef which well suxts the violin).
This is further supported by the lack of a part for the 
lower manual in many of the pieces and therefore perform­
ance of the part on the violin would be satisfactory.
Whether the parts were played at the higher or lower octave
is immaterial, either version being feasible and musically 
16acceptable. * One important difference between the Tomasini 
Divertimenti and those of Burgksteiner and Neumann lies in 
the use of a violin rather than the viola in some of Toma­
sini *s trios. Therefore the substitution of violin for 
baryton would give a trio sonata type texture of two soprano 
voices plus bass rather than the classical trio combination 
of three different voices.
4) Nomenclature in Tomasini*s Divertimento Noctumo
Tomasini clearly entitles his Divertimento Noctumo "a Pari-
17. 'don. Viola con Violone" * however the individual instru­
mental parts are indicated as "Violino". "Viola” and "Violone."
• •••••
15. See page 243f
16 . Several of Haydn*s baryton works have survived in trans­
criptions for combinations of instruments excluding baryton.
17* See page 119f
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The Initial conclusion to be drawn from this is that the 
two instruments were interchangeable. The Divertimento 
Nocturno does not use the lower manual of the baryton and 
therefore the music transfers easily to the violin. This 
conflict in nomenclature points to a regular practise of 
the indescriminate substitution of instruments. This was 
obviously a valuable practice for the baryton composers 
as it widened the range of possible performances.
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A SCORING
The baryton works produced by the Esterhazy composers 
utilise a variety of instrumental combinations ranging 
from sonatas for solo baryton to fully fledged three move­
ment concertos. These works can best be categorised by 
their scoring.
181. Baryton Divertimenti *
The most popular choice was the Trio/Divertimento. 
Burgksteiner, Neumann, Tomasini and Haydn all wrote for 
this medium. The title pages of the Burgksteiner and 
Neumann divertimenti are missing, but their scoring is 
clearly indicated on the front covers of the part books 
which read PARITON, VIOLA and BASSO. Both composers simi­
larly name their works divertimenti. There is a further 
inscription on the highest part book of both sets of Diverti­
menti which reads "Pariton o Violino”• As extensive use 
is made of the lower manual in the Neumann Divertimenti, 
great changes would have to be made to play them on the 
violin whereas the many Burgksteiner Divertimenti (which 
do not use the lower manual) could be readily transferred.
Tomasini clearly identifies his works "24 Divertimenti a 
Tre/per il/Paridon, Violino ^ Violoncello”.
However, although Divertimenti 1 to 6 and 13 to 24 are for 
that combination, the remainder replace the violin with a 
viola, thus using the same scoring as Neumann and Burgk­
steiner. Tomasini1 s ”Divertimento Noctumo” is similarly
19.scored for Baryton and Viola but with the violone as the 
bass instrument.
Haydn*s works in this medium are entitled "Divertimenti 
per il Pariton a tre”. The majority, 1 to 88 and 92 to 126 
are for Baryton, Viola and Basso, however three 89 to 91 
are for Baryton, Violin and Basso.
18. The term "Divertimento” will be used throughout in 
order to avoid confusion between trio meaning the 
whole work and Trio as in Menuet and Trio.
19. Violone - 6 string fretted bass member of the viol 
family used mid 16 to mid ([7y»
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In all the Esterh£zy baryton Divertimenti, the third instru­
ment is believed to be the violoncello, Tomasini indeed
identifies his bass instrument as the violoncello but Haydn,
20Neumann and Burgksteiner designate the bass part "BASSO.n * 
The term basso appears to have been applied indiscriminately 
to the lowest part of a composition containing string instru­
ments. Haydn uses it in many of his works, sometimes to des­
ignate the cello part. As far as the divertimenti are con­
cerned however, the violoncello is generally believed to be 
the instrument intended, particularly as the style and range 
of the part suit the violoncello more than any other bass 
string instrument.
The character of the Baryton parts varies a great deal from 
composer to composer. Tomasini never uses the lower manual, 
his baryton parts resemble a violin part. The Neumann 
divertimenti however make extensive use of the lower manual 
either as an integral part of the melody line or as a bass 
to accompany the upper bowed manual. Haydn employs the 
baryton in both maimers. He occasionally goes one step 
further and writes Divertimenti in which the upper manual 
of the baryton is accompanied solely by its lower manual.
Similarly Burgksteiner scores some works for the upper man­
ual only, whilst others feature both manuals.
I
2. Baryton Solos
Haydn is known to have written three works for the solo bary­
ton. They have survived only as thematic incipits.
3* Baryton and Violoncello Duets
Only thematic incipits of the nine works Haydn wrote for this 
medium have survived.
4. Baryton Duets
Haydn wrote six duets for two barytons of which four have
survived in various forms and two as thematic incipits only.
20. James Webster, Violoncello and Double Bass in the Classi­
cal Music of Haydn and His Viennese Contemporaries, 
1750-1780 JAMS p.413-^38
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Duets 1, 3 and k are preserved in a version for flute, 
violin and basso and so the distribution of material be­
tween the two barytons can only be conjectural. Duet 2 
has survived complete in its original scoring. Both parts 
utilise both manuals. However the bottom string of the 
lower manual on baryton II is tuned down a tone from A to 
G and string 8 is set at Cfcj. Each part is notated on a 
single stave although there is sparing use of upper *and 
lower manuals simultaneously. Multiple stops appear in 
the baryton II part in the second movement.
5* Music for Two Barytons and Basso
Haydn wrote twelve movements for this medium which he en­
titled "Zwolf Cassationsstucke fur zwei Barytone und Bass”. 
The baryton parts, which are exclusively for the upper 
manual, use the instruments as equal partners over a func­
tional bass. They therefore closely resemble trio sonata 
textures.
6. Music for Two Barytons and Two Horns
The isolated work in this medium has survived as a them­
atic incipit only.
7* Quintets with Baryton
Haydn is known to have written two quintets, each scored 
for baryton, 2 horns, viola and basso. The first has sur­
vived only as a thematic incipit but the second has sur­
vived complete. The baryton takes the role of the principal 
melodic instrument and uses the upper manual only.
8. Octets with Baryton
Haydn wrote seven octets with baryton, each has the same 
scoring; baryton, 2 horns, 2 violins, viola, cello and vio­
lone. S/'x have survived complete and one' as an
arrangement • Here the baryton is replaced by flute and
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oboe.
9• Baryton Concerti
Haydn wrote three concerti for baryton; numbers one and 
two for solo baryton and number three for two barytons. 
These works have survived only as thematic incipits.
10. Divertimenti with Piano and Baryton
Haydn wrote only one work in this medium, scored for piano, 
baryton and two violins. It has not survived in its orig­
inal form.
11. Obligato movements with Baryton
Haydn used the baryton as an obligato instrument in his 
work "Deutschlands Klage auf den Tod des Grossen Friedrichs 
Borussens Konig," - a lament on the death of Frederick the 
Great. Only the voice and bass part have survived.
B FORMAL TYPES
The discussion of formal content is based only upon works 
which have survived complete. It will be centered there­
fore upon the Divertimenti/Trios, the only medium of com­
position representative of the four composers. Reference 
will be made to other Haydn works where relevant.
The majority of the Esterhazy Baryton Divertimenti are in 
three movements which usually comprise one fast, one slow 
and one Menuet and Trio, their order however is not fixed.
A few Divertimenti have four movements and one has seven.
In many Divertimenti the various formal patterns have a set 
position within the work. (Appendix K vi, vii, viii, ix)
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In all six forms are in evidence, they are:
1. Sonata form
2. Binary form
3. Ternary form
4. Theme and Variations
5. Rondo form
6. Through-composed
1• Sonata Form
That sonata form is the classical refinement of baroque 
rounded form is unchallenged. The sonata form structure 
found in the works of the Esterhazy composers lies midway 
in this development.
There are numerous sonata form movements in these works as 
it was the most popular form to emerge from the period.
The classical preference for opening movements to be in 
sonata form is evident here although Haydn and Burgksteiner 
occasionally replace it with a theme and variations. It 
was sometimes also used for second and third movements, 
except in the works of Burgksteiner, who always wrote the 
second movement as a Menuet and Trio.
Its general characteristics may be identified as follows:
i) a two part asymmetrical structure in which both 
sections are repeated,
ii) one well defined thematic idea presented in the 
tonic, (possibly preceeded by an introduction)
iii) a move to the dominant for the conclusion of 
the first section in which a second theme may 
be presented.
iv) a second section which begins with thematic 
development which may range from little more 
than a bridge passage to a fully fledged devel­
opment section.
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v) reappearance of* the first theme in the tonic,
vi) a closing section in the tonic which is re­
lated or possibly a repeat of the close of 
the first section.
Even within these works a marked development of sonata 
form is evident. Neumann and Burgksteiner*s movements 
are merely skeletons of this form; bipartite with both 
sections repeated. Their thematic material is often re­
stricted to a single theme or stands in the dominant but 
it is not well defined or contrasting. Their *development * 
can often best be described as a bridge passage for it is 
rarely thematically relevant and barely moves beyond tonic 
and dominant•
Occasionally however there is evidence in the works of 
Neumann and Burgksteiner of the true bithematic sonata 
form pattern that was to come to the fore in the classical 
period.
The Tomasini and Haydn Divertimenti present a more fully 
developed sonata form structure with two clearly defined 
and often contrasting themes. Their development sections 
incorporate passages of harmonic unrest and show signs of 
motivic development. Both sections are repeated.
212. Binary Form *
Haydn is the only composer to utilise binary form in the 
baryton divertimenti, and it is often associated with move­
ments based upon pre-existing material. He also uses bin­
ary form for all but one of the "Zwolf Cassationstiicke".
Xt appears in various guises but with the rounded type pre­
dominating.
21. This category includes all the baryton works in binary 
form other than those in sonata form.
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3« Ternary Form
Ternary form is consistently used throughout the baryton 
divertimenti and appears in a variety of guises namely:
1) Menuet and Trio
2) Polonaise and Trio
3) Song Form/Andante and Trio
Of these the Menuet and Trio is by far the most popular.
It is found in all Burgksteiner*s Divertimenti and all 
but one of Haydn1s. In addition sixteen of Neumann*s 
Divertimenti and seven of Tomasini*s plus his Divertimento 
Noctumo incorporate Menuet and Trio movements.
In Burgksteiner*s Divertimenti the second movement is al­
ways a Menuet and Trio. In the Neumann and Tomasini Diverti­
menti the Menuet and Trio is used less frequently. In the 
Tomasini works it appears occasionally as a second movement 
(as in the Burgksteiner Divertimenti). Neumann and Haydn 
use it as a second or third movement but never twice within 
the same work.
Regarding the character of the Menuet and Trio movements 
two distinct types of melody are evident:
1. folk-like - heavily accented first beat.
2. landler-type - rhythmically more refined and 
with an equal distribution of the metric pulse.
Whether ”folk-like" or "landler-type” the trios tend to­
wards a smoother, less rhythmically accented pattern. The 
terms menuet and menuetto, although clearly specified at 
the head of each movement do not appear to relate directly 
either to the character or length of these movements.
One feature which does contribute significantly to the var­
iety of these movements is the modifications made to the 
scoring, in particular with regard to the baryton part.
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In several of the Menuet and Trio movements the lower 
manual of the baryton is reserved for the trio section 
and so provides an element of surprise on entry or the 
lower manual of the baryton alone may provide the melody.
Perhaps the most unusual trio sections are those found in 
Neumann*s Divertimento No.24, movement 2 and Haydn*s Div­
ertimento No.107, movement 2 where the baryton plays alone 
on both manuals providing melody and accompaniment simul­
taneously.
In those Divertimenti by Neumann where Ternary form is used 
twice, the second of these movements is a Polonaise and 
Trio. The traditional m  . 0  . 0  rhythm of the polon­
aise, although not faithfully reproduced in the Neumann 
movements is however strongly reflected. The Polonaise 
contrasts less with its trio than the Menuet, particularly 
as both exploit the characteristic feminine ending on the 
third beat eg. , r 1 | 1 1
0 * + +  0  0 '
The remaining ternary-form movements are Song-Form and 
Trios ie., they exploit the ABA structure associated with 
the Da Capo Aria but do not display specific character­
istics eg., dance features, which would allow them to be 
categorised. They function as closing movements with a 
contrasting central section in the tonic minor.
Tomasini*s Divertimento No.l6 incorporates the only Andante 
and Trio, a slow, lyrical movement. It is a central move­
ment which starts in the tonic key and moves to the tonic 
minor for the trio.
4. Theme and Variations
Theme and Variation movements are found only in the works 
of Burgksteiner and Haydn.
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Two different variation procedures are evident in the 
works of Burgksteiner:
1) ground-bass variations where the same bass 
line is used for each variation whilst the 
upper parts change,
2) motivically related variations: where the
variations are related to the theme only by 
characteristic figures which occur in a 
similar position in each variation.
All Haydn1s variation movements display the ground bass 
pattern. In many of these movements the theme re-appears 
in its original form as the final variation. His themes 
show a simple binary form structure and are usually in 
duple time. Haydn*s variations are either:
1) fresh, individual counterpoints to the bass, 
without special reference to the theme itself.
2) simple, melodic embellishments of the theme.
The variation form movements in the Octets do however pro­
vide a different type of variation where, after the state­
ment of the theme, liberal variations then alternate with 
literal repeats of the theme.
5. Rondo Form
Tomasini was the only one of the Esterhazy baryton compos­
ers to utilise Rondo form. These movements follow the 
simple structural formula A B A C A  and always appear 
as the final movements. A little confusion arises in the 
Tomasini Divertimenti as he occasionally gives the title 
Rondo to a movement in Ternary form. However this is easily 
explained, as rondo form was an eighteenth century extension 
of Ternary Form.
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6. Through-Composed
Three types of movement fall into this category. All are 
in a single section and rely on thematic development for 
their unity. They can best be described ass
i) Fugues
ii) Improvisatory pieces
iii) Through-composed
pieces as found in the divertimenti of Tomasini.
Fugue is confined solely to the works of Haydn. In most 
cases Haydn clearly identifies the form, which he uses only 
for closing movements. These fugal structures are rather 
different from those associated with Bach fugue. Haydn*s 
fugues open with a true fugal exposition, where each voice 
presents the subject. From this point onward the structure 
is entirely free and continues purely as an extension and 
development of material from the subject in an imitative 
manner, and only in rare cases reintroduces the subject.
Two fugues are double fugues.
A second type of through-composed movement, the improvis­
atory piece is found in the Haydn and Tomasini works. In 
them a theme is presented in the opening bars and then used 
as a basis for a closely related extemporisation in a re­
strained, non-virtuosic manner. Although the material is 
closely related, it is never literally repeated and there­
fore avoids the normal structural patterns. This form is 
generally used as a middle movement.
C HARMONIC PROCEDURES
The vast majority of the Esterhazy baryton Divertimenti 
are in major keys. The most common being the keys of A,
D and G. Neumann and Burgksteiner adhere exclusively to 
these keys, the others present a more varied selection.
The tuning D G c e a d* used for the Esterhcizy Divertimenti 
is clearly well suited to them as the tonic, subdominant
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and dominant notes of these keys appear as open strings. 
Similarly many harmonically important notes are available 
on the lower manual without retuning:
Indeed in the Neumann and Haydn works the bottom string of 
the lower manual may be tuned down a tone to G in the G 
major works so that the tonic is available in the lower 
octave. Such considerations facilitate the performance of 
these pieces.
In the Divertimenti of Tomasini, where the lower manual is 
never used, a wider range of keys eg., C, F and E minor is 
utilised, as the performer has only one "instrument" to 
manage. Haydn*s Divertimenti are also dominated by the 
keys A, D and G. In these works he usually uses both man­
uals. In other keys he uses the upper manual only.
The key-relationships of the various movements within the 
divertimenti are similarly limited in scope. A marked pre­
ference is shown for Divertimenti in which each movement 
is in the same key, a different key being chosen only for 
the trio of the ternary form movements.
All Burgksteiner*s Divertimenti have the same tonic key for 
each movement. Neumann does vary the tonality of his move­
ments but occasionally writes ones which do not modulate at 
all •
The harmonic vocabulary evident in these is typical of the 
second half of the eighteenth century. The harmonic struct­
ure is fundamentally diatonic and functional. It is domin­
ated by primary chords, presented at a slower rate than in
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the Schlagl and Krause works, over a functional bass line. 
Modulations are always to closely related keys and are 
often achieved by pivot chords. In development sections 
modulations may be a little more abrupt and may lead to 
foreign keys. Such excursions are however brief and occur 
sparingly •
The modulatory structures of these works prove very simple, 
however in the Haydn and Tomasini works there is a distinct 
move towards more complex modulatory procedures. One notice­
able feature of their Divertimenti is a distinct move to­
wards more complex harmonic procedures. One noticeable 
feature is a marked preference for modulations to keys a 
third apart, therefore often modulating twice in order to 
get from tonic to dominant by adding an intermediate step.
The Divertimenti of Haydn and Tomasini are harmonically 
more mature them those of their contemporaries. Their 
harmonic vocabulary is more extensive and the range and 
methods of modulation more varied.
Higher discords are evident, to some extent, in the works
of all the Esterhazy composers. One of the simplest forms
7is the secondary seventh - particularly chord V and its 
inversions which represent the most numerous examples.
Chromatic chords usually appear as isolated examples al­
though occasionally they are used as a single device within 
a larger procedure. These chords may include diminished 
sevenths, neapolitan sixths and augmented chords. A variety 
of harmonic devices also occur, most notably suspensions, 
pedal points and false relations.
D TEXTURE AND CONSTRUCTIONAL DEVICES
These Divertimenti are scored for baryton, violin or viola 
and violoncello/basso. Before a detailed study of the tex­
ture can be made a small point of notation must be discussed.
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In the manuscripts of Haydn, Neumann, Burgksteiner and 
Tomasini Divertimenti the baryton part is always written 
in the treble clef, resembling a violin part# It is, how­
ever, written as a transposing instrument and sounds an 
octave lower than notated# The actual pitches of the 
strings of both manuals confirm this:
__/ A—  ---/ ..... ^(<ft ..... .. ___  .. .......  c?
A!
V
J ^
r n  —  -e-
. j * y---- f ----- fT—--------..../ • ... .. ✓  ^ ' r _/ t r
— 4---
I x  3 5 6 ?  8 9
Although the texture may appear on paper fairly open, the 
sound is one of close sonorities, particularly if the trio 
includes a viola.
At times the texture is changed simply by removing one or 
possibly two of the instruments; at times leaving the bary­
ton alone#
The baryton itself has great potential for textural contrast 
as each manual can be played independantly, alternately, in 
combination or with both manuals plucked. Such variety of 
texture was often displayed in Trio sections. The six bowed 
strings also produce a variety of sound colours across their 
wide range. The lower pitches of the bowed manual are not 
often used; partly because it overlaps with the lower manual, 
partly because its pitch would then be similar to the violon­
cello and so would be obscured. Burgksteiner often finds 
it necessary to reassure the performer if the upper manual 
part goes below middle C by writing "Pariton" over the music.
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With regard to the texture of the baryton divertimenti as 
a whole, two distinct types emerge. The first, the ideal 
sound of the classical period, is of a single melodic line 
with accompaniment. The basso/violoncello part in this 
type is a purely functional harmonic line which supports 
the central part (violin or viola) thus constituting a 
largely homophonic texture. Within this predominantly 
homophonic texture two parts will often double or parallel 
each other.
The second distinctive texture is that of a melody and 
accompaniment, where an elaborate melody line is supported 
by a very simple accompaniment.
Burgksteiner and Haydn also occasionally incorporate a 
cadenza. Burgksteiner•s sole example is a cadenza for all 
three instruments. The baryton takes the major role dis­
playing the possibilities of both upper and lower manuals 
whilst the viola and cello provide simple harmonic support.
Whenever the baryton line is elaborated, its figures are 
closely based upon arpeggios, particularly around primary 
chords and diatonic scales. Such melodies are usually con­
fined to the upper manual. In other, less complicated, 
melodies the lower manual harmony-notes can be incorporated 
into the melody line.
An important type of thematic material, which deserves 
special attention as it dominates the entire texture, is 
the fugue subject. Several true fugues are found in the 
Esterhazy Baryton works and these have themes with very 
distinctive traits which therefore permeate the whole tex-
i) long notes
ii) angular melodies
iii) irregular phrase structure
iv) very positive harmonic orientation
V) ties across the bar line which obscure
the metre.
These subjects are always developed as three voiced fugues.
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The texture throughout these Divertimenti is predominantly 
three part. Occasionally the instruments may be required 
to use multiple stops or the baryton to use upper and lower 
manuals simultaneously* This however is the exception to 
the rule.
Variety of texture is afc times achieved by writing pizzicato 
passages. Such passages appear frequently in the basso 
parts of the divertimenti or sometimes in all the instru­
ments.
At other times the viola and cello are muted. Divertimento 
No.107 has one interesting movement of particular note for 
here he scores the Trio for baryton solo - a movement in 
which the baryton uses upper and lower manuals simultan­
eously.
Within these textures a variety of constructional devices 
are evident, many of which contribute to their overall 
effect.
The most common device to be found is sequence. It ranges 
from simple melodic sequences, to modulating sequences in 
all parts. It is a device upon which the body of the div­
ertimenti depend for their internal structure.
Other closely related devices include repetition, which 
varies from the repetition of short rhythmic figures to 
the repetition of whole passages.
Imitation is frequently found between parts. Often it is 
tonal but occasionally it is real to the point where Haydn 
writes a whole movement withihree parts in canon eg., 
Divertimento No. 5*
The methods of motivic development which were to come to 
the fore in the latter works of the period have their
242
germinal form here. It is, at times, clear to see how 
these compositions, and Haydn*s in particular, develop a 
whole movement from a single germinal cell. This was a 
developmental procedure which was to be the crux of sym­
phonic development in the classical period.
To avoid the monotony of continuous homophonic writing, 
question and answer textures are often introduced. Simi­
larly echo passages are also in evidence.
Procedures such as suspensions are sometimes used to both 
textural and structural advantage. Chains of suspensions 
may constitute a complete central section rather in the 
manner of Corelli with their preparation and resolution 
providing the momentum and dominating the texture.
E PLAYING TECHNIQUE
The Esterhazy baryton works fall clearly into two cate­
gories, those written for both manuals and those which
22utilise the upper manual only. * Both categories obvious­
ly put different demands upon the players. The reason for 
this bears largely upon the playing technique of Prince
Nicholas Esterhazy for whom the trios were written. Var- 
23ious reports suggest that the Prince, although accom­
plished to some extent on the baryton, never managed to 
satisfactorily combine both upper and lower manuals. In 
an ensemble the lower manual baryton part would often be 
duplicated by the cello and therefore it could be dispensed 
with. In works which use the lower manual there is a bal­
ance between both manuals. Those employing only the upper 
manual demand a greater technique.
The range of the upper manual is a little wider than that 
of the earlier baryton works and tends to use the extremes
22. Appendix K vi - ix
23. See chapter "Performers and Performances"
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of range more frequently. The ranges are:
upper manual :
J2.
lower manual :
although in the works of Haydn and Neumann the bottom 
string may be tuned a tone lower to G-.
The upper manual part is predominantly a single melodic 
line, although it may occasionally have a fuller texture.
It is dominated either by stepwise movement or patterns 
based upon primary chords. Leaps are largely confined to 
the octave. The upper manual is largely free of ornament­
ation, only trills, appogiaturas and turns, the typical 
melodic ornamentation of the late eighteenth century are 
found•
The upper manual part is occasionally filled out with 
double and triple stops, usually in sections in which the 
lower manual is not used. There is a marked tendency for 
the upper manual to be more technically demanding when the 
lower manual is not used. This complexity is found more 
in the variety of texture, articulation and ornamentation.
The lower manual is used sparingly, and when it does appear, 
its purpose is predominantly as a functional harmonic bass.
It is dominated by stepwise motion, therefore the player 
always has a point of reference. Leaps are few and are 
limited to small intervals. Fast passages are invariably
of stepwise movement and are in ascending patterns. In 
slower passages leaps may be incorporated. Descending 
scales are awkward, for the nail would catch the string 
rather than the pad of the thumb, particularly if the 
notes were to be played at speed.
Occasionally the upper and lower manuals are fully in­
tegrated as a single melody line in which the lower 
manual adds interesting textural colour to the melody.
More often, however, the upper manual provides the melody 
whilst the lower manual supports it. Both parts remain 
simple in such a texture. The only exceptions to this 
are to be found in the cadenzas and the two trios for 
baryton solo.
The cadenzas range from ones written for all three instru­
ments to elaborate ones for solo baryton. Multiple stops, 
runs, arpeggio figures, trills all feature, with the lower 
manual simply adding a hint of colour. Technically they 
demand little more than the movement to which they belong.
The two solo baryton trio sections: Haydn, Divertimento
No. 107, movement 2, and Neumann, Divertimento No. 24, 
movement 2, make an interesting comparison. In the Neu­
mann movement the upper and lower manual together comprise 
a single melodic line which has no accompaniment. In the 
Haydn trio however two staves are used. The upper manual 
in treble clef and the lower manual in bass clef (at pitch). 
The two manuals each have distinctive roles, the upper 
manual as a melody line, the lower manual as a functional 
harmonic bass. Both play simultaneously. Haydn*s trio is 
technically much more demanding. The Haydn movement, a 
very effective one displays fully the technical capabil­
ities of the baryton at Esterhaza.
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SUMMARY
The Esterhazy baryton works hold a unique position in the 
repertoire of the instrument Tor they at the same time re­
present peak and decline. As compositions for baryton 
these works, and particularly those of Haydn, are musically 
unequalled. However as a display of the technical possi­
bilities of the baryton they represent its decline. For in 
these works the playing technique is much simplified and 
the character of the instrument much changed in order to 
keep abreast of development in musical instrument design 
as the violin family finally supplanted the viols. In 
these works then the baryton can be observed in its final 
decline, before virtually retreating into oblivion.
The Esterhazy baryton works therefore have a unique ambi­
valence which is indeed remarkable, for it is the Haydn 
works alone which guarantee the baryton its place in the 
history books.
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14. EARLY NINETEENTH CENTURY BARYTON WORKS : AN INTRODUCTION
The nineteenth century baryton works represent the bary­
ton in the final stages of its decline. Its fall from 
popularity in the Esterhazy court heralded its end. The 
Empress Maria Theresa expressed a passing interest in 
the instrument, once again providing evidence to support 
its reputation as ”King of instruments, Instrument of 
Kings • w * *
Only two composers wrote works which fall into this cat­
egory, namely J. Fiala and V. Hauschka. Apart from their 
date of composition, the works have little in common.
The Fiala sonata is a short simple work with an easy 
baryton part, written for upper manual only. The Hauschka 
Canzonetti and Notturni require a much more virtuosic 
style demanding multiple stops and almost continuous use 
of upper and lower manuals.
These are the last extant works to have been written for 
the baryton until its revival in the second half of the 
twentieth century.
1. L. Greilsamer - Le Baryton du Prince Esterhazy. Ref. "Hieresa
SIM. RMM. I. No. 1 (1910) p. 45-56 Cohort. '
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a.) JOSEPH FIALA - SONATA PER IL VIOLA DA GAMBA CON VIOLINO
E VIOLONCELLO
The original manuscript is lost. The work has survived 
only as an early twentieth century copy which is cited by 
Kade,^* and is at present housed in the New York City 
Library. The copy bears a title page:
SONATA 
PER IL 
VIOLA DA GAMBA 
CON 
VIOLINO 
E
VIOLONCELLO
DEL SIG FIALA
(PARTITUR)
The first page of the score identifies the instruments:
top part - Viole Paridon 8 Viola da Gamba 
middle part - Violino 
bottom part - Violoncello
Certain problems are therefore clearly posed:
1) Date of composition
2) Scoring
3) Who was the sonata written for?
1. DATE OF COMPOSITION
Joseph Fiala was a relatively minor composer, however his 
life is fairly well documented and therefore his dates
p
17^8-1816 are known. They help to place his creative 
period during the late eighteenth and early nineteenth 
century. This is supported' by several extant compositions 
• • • • • •
1. KADE - Die Musikaliensammlung des Grossherzoglich
Mecklenburg - Schwerin
2. In the register of deaths in Donaueschingen the date 
175^ is given.
some of which are dated ie.,
2 sets of quartets 
2 duos for violin and cello
1780-1786
1799
2 sets of trios for flute, oboe and bassoon 1806
These dates would suggest that the period 1780-1806 were 
his most productive years. Although, as not all his works 
have survived and some which have, are not dated, they can 
be little more than a guide.
The music itself also suggests a period of composition 
during the late eighteenth and early nineteenth century. 
Its medium, the string trio, flowered briefly in the late 
eighteenth century soon to meet its demise in the nine­
teenth. The form and harmonic vocabulary similarly are 
representative of the late eighteenth century. This will 
be illustrated in the critical appraisal of the work which 
forms the latter half of this chapter.
The fact that the work is clearly entitled “Sonata** rather 
than divertimento or trio, as found in the Esterhazy bary­
ton compositions, suggests that it was written after these 
works, ie., after 1775«
This date is further substantiated by the date of Fiala*s 
release from prison c1774. Up to c1772 he was a surf and 
so is unlikely to have had the expertise to compose a 
sonata. His two year imprisonment would certainly not be 
conducive to composition, so it is likely that the sonata 
was written after c1774*
The New York Public Library gives the shelf mark of the 
copyist manuscript in its catalogue, “Misc — ^ 1800**, again 
suggesting a period of composition around the end of the 
eighteenth century.
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No specific date can therefore be established but the 
sonata must have been written between 177k and 1816, the 
year of Fiala*s death,
2. SCORING
Although there is an apparent conflict between the title 
page and the first page of the manuscript, this can be re­
solved fairly simply. The surviving manuscript is an early 
twentieth century copy and as such was probably made for 
private use. The baryton by this time was a relatively un­
known instrument so the copyist, although preserving the 
original instructions on the first page of the score, pro­
bably inscribed the title page with the instrumentation he 
envisaged for the work. In Fiala*s time the Baryton (Viole 
Paridon) and the Viola da Gamba may well have been inter­
changeable although some problems are obvious. The sonata 
does not utilise the lower manual therefore no extensive 
alterations to the music were necessary to transfer it on­
to the Viola da Gamba. The multiple stops, although used 
fairly liberally, would fall comfortably under the fingers 
on the instrument. However the modified treble clef not­
ation would provide a problem for the Viola da Gamba which 
was an alto/bass clef instrument. It would also need the 
seventh string A* in order to play the bottom C. The Ester­
hazy Baryton works often gave an optional scoring for the 
upper part eg., Burgksteiner*s manuscript is inscribed 
”Pariton o Violino”. However the substitution of the Viola 
da Gamba for the baryton would not be so readily accomplish­
ed as that of the violin.
That this.type of substitution was practised in the early 
twentieth century when this copy was made is substantiated 
by an addition to the title page by the New York Public 
Library which reads:
(Sonatas 2 violoncellos & violin. G major) 
therefore taking the substitution one step further - to the
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cello. It may be that the option "Viole Paridon o Viola 
da Gamba” was added by the copyist and was not present on 
the original manuscript. Both the title and the scoring 
indications must have been written by the copyist and are 
are probably not Fiala*s.
There is little doubt that the Fiala work was written for 
baryton as a twentieth century copyist would not have 
added the name of* an obsolete instrument to the score arb­
itrarily.
3. TOO WAS THE SONATA WRITTEN FOR?
The sonata carries no details of* a commission or dedication, 
so it is not possible to say why or for whom the work is 
written. However a brief outline of Fiala*s life may sug­
gest some possibilities:
Joseph Fiala (1748-1816)
Oboist, cellist and viola da gamba player.
i) began his life as serf in the Castle of Countess
Netolicka at Lobkowitz, during which time he taught 
himself the oboe,
ii) he ran away, hoping to make a living as a musician,
was caught and his mistress ordered his front teeth
to be removed so he could not play. He was then im­
prisoned.
iii) Empress Maria Theresa interceeded and he was released
after two years.
iv) 177^-1777 - he was a member of the band of Prince 
»
Ottingen Wallerstein. 
v) for a short time he was a member of the band of the 
Elector of Munich,
vi) up to 1785 - he was in the band of the Archbishop of
Salzburg, where he met and was befriended by W.A.Mozart.
vii) 1786 - he went to Russia where he spent five years in 
the service of Catherine II and Prince Orlov.
viii) 1792 - he was the conductor of the band of Prince 
Furstenberg at Donaueschingen.
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Fiala played both the Viola da Gamba and the violoncello 
therefore it is possible that he was also capable of play­
ing a simple baryton part such as this one, and therefore 
that the work may have been written for himself. As it 
utilises the upper manual only, the difference in playing 
technique between the baryton and viola gamba would be 
minimal. If it is to be believed that Fiala had his front 
teeth extracted so that he could not play his oboe, his 
attentions may have been concentrated on his other instru­
ments. His varied and successful career suggests that he 
was much in demand as a player and so he must have been 
well able to play this sonata.
If Fiala did not write the work for himself, who was it 
written for? One obvious source of commission would have 
been Prince Nicholas Esterhazy. Dlabac reports from a 
correspondent who mentioned a Joseph Fiala, a Bohemian, 
who in 1785 was Kapellmeister to the wind band of a regi­
ment of Prince Esterhazy in Vienna. If this is proved to 
be true it is still rather curious that Fiala should have 
written a baryton sonata, for the Prince*s interest in the 
instrument had waned some ten years before this acquaint­
anceship and opera had become his primary concern.
The use of the term sonata rather than the Esterhazy 
choices of trio and divertimento suggests that this work 
was a product of the latter years of the eighteenth cen­
tury and so could not have been written for Prince Nicholas,.
The Empress Maria Theresa, who interceeded for Fiala*s life, 
is reported to have had an interest in the baryton for
4.Straeten states that Hauschka took up the baryton in 1805 
at her request. Fiala could therefore have dedicated the 
work to the Empress Maria Theresa in gratitude for his free­
dom and with the intention that Hauschka should play it.
tt
3* G.J.Dlabac - Allgemeines Historisches Kunstler - Lexicon 
Prague 1815
4. E.S.vein der Straeten - History of the Violoncello.... 
London 1915 P•344f
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However this line of exploration is erroneous for the 
Empress Maria Theresa died in 1780, The Maria Theresa who 
played a role in Hauschka*s life must have been Maria 
Theresa the Empress Consort (Wife of Emperor Francis II).
A critical appraisal of the sonata will serve to illus­
trate and substantiate many of the points hitherto made.
It will be discussed as follows:
A. Form and Harmonic Structure
B. Texture and Constructional Devices
C. Playing Technique
A FORM AND HARMONIC STRUCTURE
The sonata has the typical three movement pattern of fast- 
slow- fast. The first and second movements are in sonata 
form and the third is a rondo• All the movements are in 
the tonic, G major.
The two sonata form movements are different from each 
other, although they display many characteristics which 
are found in more expansive movements of the period.
The first movement is a perfect example of sonata form in 
miniature, with its two contrasting subjects (in tonic and 
dominant respectively), which are briefly developed and re­
capitulated in the tonic. The whole movement is rounded 
off by a short codetta. The harmonic structure however 
although strong has the minimum' of variety, staying in the 
tonic virtually throughout.
A foreshortened sonata form structure is found in the sec­
ond movement. Here Fiala presents only one subject, in 
the tonic and develops it A and D majors. The first sub­
ject is recapitulated and rounded off by a short coda.
The finale is a simple but nevertheless fully fledged Rondo 
ie.,A B A C A + Coda.
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The theme is an eight bar melody played by the baryton in 
parallel thirds. The first episode is similar to the 
theme whilst the second changes the character_by using the 
sombre low notes of the baryton to accompany the legato 
violin melody. A four bar coda rounds off the movement.
The work is therefore formally very straightforward, though 
it is carefully organised. The harmonic structure is simple 
but tight. Nowhere does it use harmonic colour to give 
variety and texture. Points of harmonic interest are there­
fore few. The work depends very largely upon a vocabulary 
of primary and secondary chords. Seventh chords are used 
sparingly, usually to prepare for or establish the new key. 
Pedal points are used for a similar purpose. Sometimes 
appogiaturas, a typical device of the classical period, 
give an occasional touch of harmonic colour, particularly 
in the first movement. Examples of chromatic alteration 
are also evident but only where accidentals are added in 
order to preserve the intervallic relationship within a 
sequence.
33 TEXTURE AND CONSTRUCTIONAL DEVICES
The texture of the sonata is typical of the classical per­
iod. The cello provides a functional harmonic bass over 
which is heard one melody and one accompanimental line.
The baryton usually has the melody although this is occas­
ionally given to the violin. The three instruments hold 
their parts virtually throughout.
The textures is varied in several manners, some passages 
are accompanied by tremolo violin, at other times the vio­
lin may double the baryton in thirds for extended passages. 
When the baryton provides the accompaniment, it favours 
arpeggio figures which often incorporate double stops.
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The thematic material is subject to very little develop­
ment due to the brevity of the movements, however various 
constructional devices are in evidence, namely repetition 
and sequence.
C PLAYING TECHNIQUE
The baryton part is very conservative for the lower manual 
is not used and therefore many of the difficulties assoc­
iated with the instrument are absent. The character of 
the part is therefore a little unusual. Technically its 
demands are similar to that of a classical cello part ex­
cept that in this sonata the baryton is called upon to pro­
vide the melody for a high percentage of the time.
The baryton part is often a single lyrical melodic line,1 
sometimes filled out in thirds and sixths. At other times 
it provides accompaniment patterns based upon arpeggios or 
repeated notes. Demands upon the player are few although 
the attention which is given to details eg., articulation 
require careful interpretation.
The baryton part of the last movement deserves special att­
ention, for the second episode is notated in the bass clef. 
The bottom note of this passage is al ow  C whereas the usual
i
tuning of the baryton was D G c e a d. This work must there­
fore have been written for the seven string baryton, which
was probably tuned B*, E, A, d, f, b, e* as described by
5.Riemann. Several seven string barytons have survived, 
they ares
i) J. Seelos Late seventeenth century Linz
ii) J. A. Kambl 17^5 Munich
iii) J. J. Stadlmann 1760 Vienna
iv) J. J. Stadlmann 1769 Vienna
v) J. J . Stadlmann 1799 Vienna
5. Riemann - Dictionary of Music
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The Fiala sonata may therefore have been written for a 
seven string baryton such as these.
The standard of technique required in this sonata is very 
similar to that demanded by the Ariosti aria and as such 
does not extend the capabilities of the instrument in any 
way.
SUMMARY
The Fiala sonata does not therefore fulfil any positive
role in the history and development of the baryton, rather
it highlights its demise as the baryton fought breifly to
retain its position as MKing of Instruments, Instrument of 
6.Kings” before plunging into the realms of obscurity as a 
novelty of the past.
6. L. Greilsamer - Be Baryton du Prince Esterhazy 
SIM. RMM. I. No•1 (1910) p.45-56
b) VINZENZO HAUSCHKA - VI CANZONETTI ITALIANI. V NOTTURNI/  ■-           ^   ■■■..
The VI Canzonetti Italian! (sic.) and the V Nottumi are 
Hauschka*s only extant works for the baryton, although 
various sources identify other works for baryton by him.
1.Straeten ’refers to "Five Duos for Baryton and Cello” by
Hauschka, but no trace of these works can be found.
2 .Komma ’reports that ”Five Quintets for Baryton with String 
Quartet” and "Five Duets for Baryton and Cello” are to be 
found in the Gesellschaft der Musikfreunde in Vienna. The 
library has no knowledge of these works.
The Canzonetti Italian! and the Nottumi are housed in the
3#
Oesterreichische Nationalbibliothek in Vienna. The manu­
scripts, which are in the hand of an unknown copyist, are 
bound in two volumes. They have blue marble patterned card­
board folders which bear the following lithographed title 
plates:
VI
CANZONETTI ITALIANI 
AC C OMPAGNATI 
CON 
BARITONO 
DEL
VINZENZO HAUSCHKA
NOTTURNI 
TRE VOCI 
CON L * ACCOMPAGNAMENTO 
DELLA 
CHYTARA E BARITONO 
DA
VINZENZO HAUSCHKA
1. E.S. van der Straeten - History of the Violoncello.... 
London, 1915 p.344f.
2. K.M.Komma - “Hauschka", Die Musik in Geschichte und Gegem 
wart. Ed. Blume. (1949-)
3. Mus. Hs. 10.447 and 10.448.
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k •Both manuscripts bear watermarks, but it has not been 
possible to identify them and therefore their signific­
ance cannot be evaluated. These manuscripts are known 
to have originally been part of the tlKaisersammlung,t 
(the library of Emperor Franz I of Austria) and in fact 
bear their original catalogue number K2 7 5 *
The title pages clearly identify Vinzenzo Hauschka as 
the composer of these works. A brief resume of his 
career will serve to highlight those points which may
be of value in their assessment.
VINZENZO HAUSCHKA (1766-1840)
Virtuoso Cello and Baryton Player.
i) 177^ - He became a choirboy at the Cathedral of
Prague. Received a good general education. 
Studied cello under Joseph Christ and music 
theory under Seeger.
1782 - He was engaged by Count Thun as a cellist.
On the Counts death he began a concert
tour of Germany.
1792 - He came to Vienna where he was admired as a 
virtuoso cellist.
1793 - His talents were recognised by Maria Theresa
6the Empress Consort *who made him a Councillor 
in the Exchequer*s Office and Administrator of 
Domaine. His performances were now confined 
to court circles.
1805 - He took up the baryton at the request of Maria 
Theresa, the Empress Consort.
He was not one of Vienna*s most influential 
musical figures, and he was a member of the 
"Gesellschaft der Musikfreunde1 from 1813-183^*
k. See Catalogue of Extant Baryton Manuscripts Nos. 13 & 1^
5. E.S.van der Straeten-History of the Violoncello...London 
1915 p.3^4f.
6. Not the Empress Maria Theresa, as cited by Straeten, who 
died in 1780.
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ii)
iii)
iv)
v)
vi)
vii)
Hauschka*s life is clearly well documented and the baryton 
works have been well preserved and have survived intact. 
However, the picture is not quite complete for two details 
are absents i) the date of composition
ii) the identity of the copyist.
1 The Date of Composition
The date is of prime importance for, although detailed study 
of the music will help to ratify a date, certain evidence 
must first be assessed. Hauschka took up the baryton in 
1805 at the request of Maria Theresa, the Empress Consort. 
This is the earliest record of his association with the in­
strument. From 1813 to 183^ his energies seem to have been 
directed towards the *Gesellschaft der Musikfreunde* and 
other societies rather than to performance and composition. 
It is likely that he wrote the Canzonetti and Notturni for
his own use. All the evidence hitherto assembled therefore
indicates a period of composition from 1805 to 1813*
2 The Identity of the Copyist
Little light can be thrown on the identity of the copyist 
for he does not identify himself on the manuscript. The 
library has been unable to identify the copyist. If the 
works were indeed written when Maria Theresa, the Empress 
Consort, was interested in Hauschka, it is likely that the 
copyist was one in her employ.
The Canzonetti and Notturni will be discussed under the 
following headings:
A Scoring
B Form and Harmonic Structure
C Texture
D Text and Voice Setting
E Playing Technique
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A SCORING
Hauschka*s Canzonetti Italiani and Nottumi employ two 
different scorings. The Canzonetti are for solo soprano 
voice (notated in soprano clef) and baryton (notated on 
two staves). The baryton fills a dual role, sometimes as 
soloist but more often as an accompanist.
In the Notturni a fuller scoring is used, ie., three voices, 
chytara (ie., guitar) and baryton. The voices are two sop­
ranos, used as equal voices (notated in treble clef) and 
bass (notated in bass clef). The guitar is predominantly 
chordal and rarely plays on its own. Its function is pri­
marily harmonic, although it occasionally accompanies the 
voices alone.
B FORM AND HARMONIC STRUCTURE
The Canzonetti Italiani and Notturni display similar formal 
characteristics. Their structure is primarily dependent 
upon the text, ie., the number of verses and their arrange­
ment. Hauschka therefore uses block forms which can easily 
be adapted to the strophic patterns of the poems. Ternary
form is the most common. The other works use simple section-
7
al patterns, eg., A B C ,  A B C D ,  A B A B .
Ternary Form - Da Capo Aria
Seven of the works are in Ternary Form, they ares
Canzonetti I, II, III and VI 
and Notturni I, II and IV
With the exception of Canzonetta III, the other songs in 
ternary form texts consisting of two verses arranged in the 
order verse 1 - verse 2 - verse 1, and therefore correspond 
very closely to the ternary structure A B A .
7* See Appendix Kx
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In the Canzonetti the voice always enters in the first 
bar, whereas the Notturni begin with an instrumental 
introduction. In both Canzonetti and Nottumi the instru­
ment (s) provide links between the verses as well as accom­
panying the voice(s) throughout.
The harmonic structure of these pieces is similarly simple. 
They use the traditional harmonic structure where the tonic 
key, major in all cases, predominates in the A section, 
whilst the B section gives scope for modulation. The var­
iety and range of the modulations are much wider than those 
found in the Ariosti and Fux arias.
The movements are structurally very simple. In some works, 
eg., Nottumo II, a literal repeat of the A section is 
found. In others, eg., Canzonetta I, it is replaced by a 
modified repeat, where the central material of the A section 
is subject to a little development on its return. Baryton 
solos link the various sections, giving unity.
The harmonic vocabulary of these works is simple. Dominant 
and tonic pedals are liberally used. False relations also 
play an important part, particularly between the voice and 
the upper manual of the baryton. The harmonies are mainly 
diatonic, although there are occasional examples of chrom­
atic notes in the melody line. At times Hauschka uses a 
rising chromatic bass to direct the harmony and to facil­
itate modulations.
SECTIONAL FORMS
A B C  (Tripartite), A B C D and A B A B.
There are only four works in this category; Canzonetti IV
and V which have a tripartite structure, Nottumo III which 
is in A B C D form and Notturno V which is A B A B. Can­
zonetta V is in a minor key, the other three are major.
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These works have a more complicated structure than the 
ternary form ones* They incorporate several independent 
sections based upon the divisions of their text. Unity 
is achieved thematically and harmonically* Motives are 
transferred from one section to another eg., a short 
melodic phrase may be presented in two different metres.
Harmonic devices are few but two are worthy of note.
Hauschka occasionally colours the harmony by temporarily 
sharpening one note, thereby making it a leading note 
and thus modulating within short limits. Another is to 
use a chromatically falling bass giving impetus to a 
passage which is clearly in the tonic.
Formally and harmonically therefore these works are con­
servative. Their forms, overall harmonic structure and 
harmonic vocabulary display little evidence of the tech­
nical advances of the romantic period.
C TEXTURE
The predominant texture in these works is one of melody 
with accompaniment. However, the textures differ in the 
Canzonetti and Notturni due to their scoring.
In the Canzonetti the voice carries the melody, whilst the 
baryton part, although taking different forms, is primarily 
accompanimental. The texture of the Notturni is a little 
more varied as Hauschka has more resources, ie., 3 voices, 
guitar and baryton. Once again Hauschka gives clear pur­
pose to the different parts. The voice parts are funda­
mentally melodic whilst the instruments are accompanimental. 
With the addition of the guitar, more purely instrumental 
passages are in evidence, particularly in the introductions, 
which are confined to the Nottumi. In such passages the 
upper manual of the baryton presents the melody which is 
accompanied by the lower manual of the baryton and the guitar.
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The texture of the guitar part is very simple. It con­
sists of either chords (usually of four notes), or 
arpeggio patterns in semi-quavers. More complex guitar 
passages are occasionally found, they are still based 
upon simple chords and scales. ‘When the voices enter, 
the instrumental textures are often simplified.
The three voices are given the body of the thematic mat­
erial. The two sopranos have a similar range and arecof 
more or less equal importance. Two vocal textures pre­
dominate. The first is a three part homophony which is 
used for the majority of the time. When this texture is 
not adhered to, the second emerges. In this a solo voice 
alternates with the two lower parts.
The architecture of these works is largely dependent upon 
the structure of the texts, however several constructional 
devices are in evidence.
Da Capo form demands certain devices, most notably rep­
etition, Hauschka*s favourite resource, and the crux of 
the structure. One feature of the early da Capo form, 
which is in evidence here, is the immediate repetition 
of the material of the opening phrase, which is found in 
some of the Canzonetti. Sequence is sparingly used but 
is nevertheless an important device. A single sequential 
repeat of a phrase is the norm, and this may or may not 
be accompanied by a modulation.
Question and answer passages are found, particularly in 
the Notturni, where Hauschka exploits the different tonal 
qualities of the three voices. In most cases a phrase is 
answered in several different ways.
Textures are clearly simple and do not involve any new or 
complex techniques. They are, in part, subservient to the
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demands of text and form. They show Hauschka as an acc­
omplished but by no means outstanding composer with little 
imagination or originality,
D TEXT AND VOICE SETTING
Hauschka does not identify the author of the texts of his 
Canzonetti and Notturni in his manuscripts. This there­
fore poses the question of authorship. The poems are 
clearly secular and are largely concerned with love.
They are however not readily identifiable.
The titles of.the Canzonetti and Notturni and the textural 
similarities of these works to the Mozart Trios K436, 437* 
4 38 and the Canzonetta K549 (scored for 2 sopranos, bass 
and clarinets/basset horns) with texts by Metastasio, lead 
to the suggestion that- Hauschka* s taxis might also be by 
Metastasio. Grove^*lists ’’Groups of canzonette ; La Liberta 
a Nice, 1733? Palinodia a Nice, 1746; La partenza, 1749*” 
Could Hauschka*s texts have come from this source?
Q
Bruno Brunelli*s ’’Tutte le opere di Pietro Metastasio”
does not include texts which duplicate or even approximate
10,to the Hauschka ones. * The problem of the identity of 
the author must therefore remain unsolved.
The structure of the texts is a little unclear for the 
manuscript omits a lot of punctuation. However the songs 
are clearly strophic and fall into fairly short verses.
The songs have either two, three or four verses and, with 
one exception (Notturno V), all the two verse texts are set 
in ternary form. The first verse of the text is therefore 
repeated at the end to fit the musical structure:
A B C
verse 1 verse 2 verse 1
Notturno V, which also has two verses, has a sectional
structure where both sections of the music and both verses 
• • • • • •
8. ’’Metastasio” New Grove Dictionary of Music and Musicians, 
ed. Sadie
9. Bruno Brunelli - Tutte le opere di Pietro Metastasio,
Milan 1947-54, 5 vols.
10. The Italian Institute, London have attempted to trace the
identity of the texts without success.
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are repeated:
A B A B
verse 1 verse 2 verse 1 verse 2
The other three works Canzonetti IV and V and Notturno 
III are also sectional. In each case a new verse of the 
text is set to a new melody eg., Notturno III
A B C D
verse 1 verse 2 verse 1 verse 2
Hauschka sets the text in a similar manner throughout.
He aims at simplicity and clarity, and sets the works so 
that their sense is clear.
In the canzonetti the word setting is predominantly 
syllabic although occasionally the penultimate syllable 
of a phrase may be elaborated by a short turn.
Another way of adding variety to the vocal line is by 
the addition of quaver passing notes which also appear 
fairly frequently. Hauschka also makes sparing use of 
ornamentation, but when it does occur it is usually as 
part of a cadential formula.
In the Notturni a little more variety is found in the 
word-setting. In the homophonic sections the voice set­
ting is again syllabic, but is occasionally relieved by 
quaver movement in the form of passing notes or turns 
(written out) at cadence points. When the voices are 
contrasted against each other, occasional minor variations 
to the voice setting are made, eg., two voices may pro­
gress homophonically with one phrase of the text whilst 
the other voice has different material and text.
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The ranges of the voices are as follows:
Canzonetti: Soprano
Notturni : Soprano I (Voice 1)
Soprano 2 (Voice 2)
Bass (Voice 3)
Although both sets of works use the soprano voice in 
voice in more or less the same range, there is no ob­
vious reason why the vocal part of the Canzonetti are 
notated in the soprano clef, whilst the voice 1 and 2 
parts of the Notturni are in treble clef.
The vocal melodies are predominantly stepwise, although 
small leaps do occur often between different notes of 
the same chord. Awkward or wide leaps are rare and if 
used the voice returns within the interval.
Xn the traditional Da Capo Aria the repeat of the A sect­
ion was indicated by a MDC al fine” sign, ie., it was a 
literal repeat. It was then the prerogative of the solo­
ist to elaborate the melody line on its return according 
to his technique. In the Hauschka works however the re­
peats are always written out, sometimes with modifications. 
Hauschka has therefore removed the freedom of the soloist 
to improvise.
J2_
i s
o
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E PLAYING TECHNIQUE
Vinzenzo Hauschka in all likelihood wrote the Canzonetti
and Notturni with himself in mind as the baryton player*
11.A contemporary report 'describes a performance of one 
of Hauschka*s baryton works:
,!a duet on the pariton (also called bariton or bari- 
tono) and violoncello with the accompaniment of 
orchestra by Mr. Hauschka and performed by him 
and Mr. Lieber.......deadly boring. The violon­
cello playing by Mr. Hauschka is generally apprec­
iated: he appears to have no calling in composition.”
The listener was not impressed with Hauschka*s compos­
ition, and unfortunately this account describes Hauschka*s 
performance on the cello and not on the baryton.
The baryton parts of the Canzonetti and Notturni are by 
no means simple, they compare in technical demands to the 
Schlagl pieces. The baryton part is notated on two staves 
( and c): ) and the two manuals hold virtually in­
dependent parts throughout.
The range of both the manuals are fairly wide:
upper manual
lower manual
£=3=
although the upper extremes are sparingly used.
11. Allgemeine Musikalische Zeitung XVI (March 1814) p.200
267
The upper manual has the more complex part, but its tex­
ture varies a great deal depending on its role ie., solo­
ist or accompanist. In solo passages the upper manual of 
the baryton often has a melody line supported in parallel 
thirds by double stops. Such a texture, although relat­
ively simple on paper, involves a lot of position-.changing 
to facilitate the thirds, and is therefore quite demanding. 
Such passages occur fairly frequently, but Hauschka never 
proceeds beyond double stopping.
Another upper manual texture found in solo passages is 
the highly ornamented and intricate melody line over a 
functional bass. Such passages often occur at, or in pre­
paration for, a cadence.
¥hen accompanying the baryton texture becomes simpler, 
although giving the appearance of complexity on paper, 
eg., arpeggios across the string. Although these passages 
require some agility -with the bow, the finger patterns 
once prepared remain the same throughout the bar. Some­
times the baryton accompanies by sustaining the harmonic 
skeleton of the passage beneath, often changing harmony 
only once per bar.
Its most technically complex accompanimental texture is 
found when the baryton doubles all three vocal parts, 
particularly if the texture is not homophonic.
The lower manual part is on the whole much simpler than 
the upper manual one, for its function is a purely har­
monic one. Thus the lower manual is predominantly step­
wise, although there are numerous leaps, particularly 
fourths and fifths. Leaps of any distance are awkward 
on the lower manual for the player may then lose his 
point of reference.
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The demands made upon the baryton player by the Canzonetti 
and Notturni are sometimes quite considerable. When both 
manuals are being used consistently, the left hand is con­
stantly moving and the player quickly becomes disorientated. 
If it is to be believed that the pieces were written with 
his own technique in mind, then Hauschka must have been an 
accomplished baryton player.
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The Nineteenth Century Baryton Works - A Conclusion
The Fiala and Hauschka works make no positive contrib­
ution to the development of* the baryton or indeed to its 
repertoire. These works show little originality with 
regard to either playing-technique or style. The Fiala 
works, in fact, show little understanding of the poss­
ibilities of the baryton and could be played equally 
successfully on viola da gamba or violoncello.
Hauschka*s works are a little more adventurous, and the 
scoring, particularly in the Notturni for 3 voices, 
baryton and guitar, is original. Technically, however, 
the music is of inferior quality and although at times 
allowing the baryton an important role, it is largely 
subservient to the voices.
These works then show the baryton in its final demise.
It has, in the case of the Fiala works, surrendered 
completely to the cello. In the Hauschka works the 
baryton is allowed one final chance before melting into 
oblivion.
270
THE BARYTON ;
The Instrument and its Music 
by
Carol Ann Gartrell 
Volume 2
A thesis submitted to the Department of* Music of the 
University of Surrey for the degree of Doctor of 
Philosophy.
CONTENTS
VOLUME 2
Chapter 15 5 Thematic Catalogue 271
Chapter 16 : The Transcriptions 3 56
Appendices - FIRST PART - The Instrument 528
SECOND PART - The Music 5 6 8
Bibliography 6 8 3
Index 6 9 5
ii
15. THEMATIC CATALOGUE
The thematic catalogue is a comprehensive list of all ex­
tant baryton works up to the early nineteenth century. 
Contemporary works have not been included.
The baryton works have been collected by tracing all ref­
erences in the literature on the subject and by a system­
atic period of enquiry to all foundations which hold 
large collections of music manuscripts or which have a 
possible association with either the baryton itself or 
with composers believed to have written music for the 
baryton.
There are many references, particularly to the eighteenth
century musicians, to works for baryton which appear to
be completely unsubstantiated, these include works by
w
Eybler, Franz, Friedel, Kraft, Lidl, Niemecz, Paer, Pichl 
and Weigl•
The thematic index is arranged chronologically. Within 
each collection the thematic incipits are then arranged 
according to their position within the manuscript/public­
ation. In the Leningrad and Kassel collections pieces are 
identified by the page upon which they appear. (if more 
than one work appears on the same page they are distinguish­
ed by further numbers i, ii etc) and by their composer and 
title if they have one (many are both anonymous and without 
a title). The remainder of the baryton works are identified 
by their composer, title and number and are organised accord­
ingly •
In all cases the music is notated in staff notation to en­
able qtiick and easy access to the contents and to make com­
parisons, one with another, much simpler. Works in tabla- 
ture have therefore been transcribed. The opening melodic 
incipit of the baryton part only is given. If it is tacet 
then the fragment is taken from the instrumental part hold­
ing the melody.
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16. THE TRANSCRIPTIONS
PREFACE
The compilation of a body of* music which represents a com­
prehensive survey of* the repertoire of* an instrument is 
all but impossible. This collection therefore seeks to 
present a variety of baryton pieces in a form suitable for 
practical performance. It includes a considerable amount 
of music which is believed never to have appeared in modern 
notation.
The greatest difficulty was to decide what to leave out. 
Accordingly three governing principles were followed:
1) each piece must be a complete composition
2) each movement must illustrate something historically 
or technically important
3) all the composers for the baryton should be repres­
ented
The works are arranged in chronological order. Where pieces 
were originally part of a collection they are arranged in 
the order in which they appeared in the original manuscript.
Utmost reserve has been applied in the matter of editing.
The details of editorial procedure are given in the follow­
ing section which makes clear the specific considerations 
that have governed the way the materials have been presented.
Full details concerning sources are given in the Catalogue of
2.Extant Baryton Manuscripts.
EDITORIAL PROCEDURE
In discussing the notation of the baryton literature it be­
comes evident that the music falls into two distinct cate­
gories, it therefore follows that editorial procedure must 
also recognise this division. Furthermore a distinction was 
also made between single and double stave notation.
1. The notable exception being Joseph Haydn whose 
baryton works are available in Henle: Haydn Werlce. 
Contemporary works are also excluded.
2. Page 99
The editorial procedure must therefore allow for three 
notational procedures:
1. Modified french lute tablature
2. Single stave notation with numbers 
3* Double stave notation
1 MODIFIED FRENCH LUTE TABLATURE
The first problem posed by the Leningrad and Kassel collect­
ions is the identification of individual pieces as many of 
the pieces have neither composers nor titles. In the Lenin­
grad manuscript the verso sides are numbered 1 - 102 whereas 
the recto sides are numbered 1b - 101b, where 1 and 1b face 
each other. In the Kassel collection however, two sets of
page numbers appear. The pages have been numbered with the
3.recto sides 7a - 29a * and the verso sides 7b - 29b, where 
7a and 7b face each other. These pieces are identified first­
ly by the nunber of the page upon which they are written.
If more than one piece is written on a page they are dis­
tinguished by a further number eg.,[8a^1, |8a:2. If the 
piece bears the name of its composer, title, scoring or 
date - these are indicated after the page reference. All 
such numbers appear in square boxes indicating that they 
are editorial additions. In the case of the Krause collect­
ions such identification is not necessary as all the works 
are clearly marked.
These pieces have been transcribed in a way that indicates 
that the notes on the upper stave are to be played on the 
upper manual and those on the lower stave on the lower
8a: il , FTial , Irjal and h 3b: 1manual. In the case of Kassel 
the additional manual is notated on a third stave (middle). 
In the transcriptions of complete pieces the tablature ap­
pears above the music. In the thematic index only the 
theme appears•
3. This numbering corresponds to that found in the ”Thematic 
Index of Music for Viols” Viola da Gamba Society 1980-2
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The upper manual is notated in the clef, and therefore
sounds an octave lower than written (The baryton was often 
written in the treble clef, as a transposing instrument.
lower manual and for the additional manual of the Kassel 
pieces. In some of the Leningrad pieces notation for the 
lute basses appears. These are not shown in the trans­
criptions as they are performing editions.
The rhythmical notation has been transcribed literally
and not contrapuntally ie, the notes are only sustained
until a new note value appears. No attempt has been made
to sustain bass notes below the harmonies, as the length
of their vibration time cannot be controlled. "Where the
3
original time signature of the tablature was 31 has been 
substituted in keeping with modern notational procedures. 
"Where no time signature is given a suitable one has been 
added and is indicated by square brackets. Similarly any 
other information added to the tablature eg., bar lines, 
rhythmic values etc., are indicated by square brackets.
More radical changes are indicated by footnotes.
2 SINGLE STAVE NOTATION WITH NUMBERS
The Ariosti manuscript is notated in score, the trans­
cription has therefore been made in a similar manner, In 
the original the baryton part was notated in the alto clef, 
1 wever in the transcription the baryton is notated in the
clef. The lower manual is not used. The manuscript 
of the Fiala sonata which is also in score, is notated in 
the treble clef, in the transcription it is notated in the
clef. The lower manual of the instrument is not used.
staff notation. The transcriptions however have been made 
in full «?nore. The baryton part is again notated in the
cription. The transcription retains the treble clef for
clef avoids ambiguity.) Bass clef is used for the
The Esterhazy works are preserved as part books written in
has once again been used for the trans-
358
violin, alto clef for viola and bass clef for the cello.
Dynamic markings are occasionally indicated in the manu­
script but their notation is often inconsistent. The have 
been formalised as follows:
pia or piano --- » P
fo or for ----» f
ff or ff or ----» ff
mezzo -- mf
In many of these manuscripts an additional stem is some­
times added to a note to indicate staccato. In the trans­
cription the staccato marking is replaced by its modern 
equivalent, the dot. Where chords are notated their stems 
often lie in opposite directions. In the transcriptions 
they have been notated with a single stem.
In the originals the sharps are indicated by (=} signs rather 
than the more usual ^  which has been substituted. Dotted 
notes are occasionally used to indicate a note of a shorter 
length than a dot would normally indicate. They have been 
replaced by a note of the appropriate value and a slur.
In the Fiala work a zig-zag line beneath the stave indicates 
that the instrumental part is to be played tremolo.
A repeat is indicated in many of the manuscripts by four 
dots at the double bar line. This marking has been re­
placed by the more usual double dotted sign.
Additions and editorial ammendments are indicated in the 
same manner as the works in tablature.
3 DOUBLE STAVE NOTATION
In the Fux aria, the first baryton work to use this notation, 
the baryton part is written on two staves with the upper 
manual on the upper stave (notated in the alto clef) and the
359
lower manual on the lower stave (notated in the bass clef) 
both parts therefore are written at pitch. The part has 
been transcribed with the upper part in on the upper 
stave and the lower part in the bass clef on the lower 
stave.
In the Schlagl, Ahlgrimm/Fiala and Hauschka works the upper 
manual is notated in the treble clef sounding* an octave 
lower. The transcription uses therefore the (v ) clef.
The bass clef is retained for the lower manual.
In the majority of the pieces a time signature is given. 
Where this is omitted a suitable one is added and is in­
dicated by square brackets. Where \  appears as the time 
signature it has been replaced by its modern equivalent (jl.
In the Schlagl and Ahlgrimm/Fiala Collections no dynamic 
markings appear (with the exception of E E ). No dynamic 
markings have been added.
With regard to other editorial changes the procedures used 
for the other categories are utilised.
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APPENDIX F
RELATED INSTRUMENTS AND VARIANTS
The Feature which sets the baryton apart is its double 
functioning' additional manual which serves primarily 
not as sympathetic vibrators, but as a plucked manual 
which provides a functional bass. The instruments 
most closely related to the baryton are the amore-type 
ones which were made in varying sizes. Their under­
lying strings were however intended purely as sympath­
etic resonators.
The most important of the amore-type instruments was
the viola d*ambre. This name first appears in 1618 
1
when Praetorius gives it to a violin with bowed metal
strings. It was first described however by Francis 
2 ,
Bacon in 1635 as an instrument with a body the shape 
and size of the treble viol with a set of thin wire 
strings, stretched behind the gut strings, which vib­
rate sympathetically without being bowed themselves.
"It was devised that a Viall should have a Lay of 
Hire Strings below as close to the Belly, as a 
Lute; And then the strings of Gut mounted upon a 
Bridge as in Ordinary Vialls; To the end that by 
this means, the upper strings strucken, should 
make the lower resound by sympathy and so make 
the music the better; Nhich, if it be to purpose, 
then sympathy vorketh as well by Report of sound, 
as by Motion. But this device I conceive to be of 
no use; because the upper strings, which are stop­
ped in great variety, cannot maintaine a Diaposon
1 Michael Praetorius - Syntagma Musicum II De Organ- 
ographia Nolf ebuttel: Elias I-Iolwcin, 1619
2 Francis Bacon - Sylva Sylvanum (A Natural History) 
London:: John Haviland, 1635
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"or Unison, with the lower, which are never stopped. 
But if it should be of no use at all; it must be in 
instruments which have no stops; as Virginals, and 
Harp es; wherein triall may be made of two Roves of 
Strings, dis tant the o 11 c from the other.”
Sources vary a great deal as to whether or not the viola 
d ’amore did in fact have sympathetic strings at all, eg. 
Evelyn ■''reported in his diary of 1679:
"for its sweetness and novelty, the viol d ’amore of 
5 vyre-strings plaid with a bow being but an ordin­
ary violin, play*d on lyre way by a German.”
Sympathetic strings came to England from the Near East 
apparently in the sixteenth century. Praetorius reports 
that the English used sympathetic viol strings to vibrate 
with the bowed gut strings:
"In England nowadays another special innovation is 
applied to this instrument. Below the six normal 
stx'ings, an additional eight steel of copper wires 
are stretched just as on a pandora. These eight 
strings are tuned in unison with the played strings 
and resonate by themselves - per consensum - and 
this increases the beauty and richness of the 
harmony.” 
whilst Playford^reports:
"Of this sort of Viols I have seen many but time and 
disuse have set them aside."
Their popularity in England was further emphasised by
6Rous seau who wro te:
"Father Kircher says that the viols of the English 
have been mounted with sympathetic strings, and one
3 Evelyns Diary -• 1679
k Michael Praetorius - op.cit. p.^7
3 John Playford - Musick*s Recreation on the Lyraway. 
London 1669
6 J.J.Rousseau - "Dissertation Sur 1 *Originc de la Viole"
Traile de la viole (Paris:Ballard, 1687) p. 22
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"secs still today a kind of soprano viol mounted 
-with, brass strings which is called viole d 1 amore; 
but it is certain that these strings cause a bad 
effect under the bow and they produce a shrill 
tone. It is Tor this reason that the French do 
not pursue the cultivation of that instrument."
The sources of the early eighteenth century give no evi­
dence of sympathetic strings on the viola d 1amore. 
Sebastian Brossard^of I j U O  defines the viol^ d ’amore as: 
"a kind of triple viol or violin, having six brass 
or steel strings, like those of the harpsichord, 
ordinarily played wi th the bow."
°> 9Johann Gottfried faither0and Johann Mat the son give the
accordatura of the viola clf amore as:
 „ 0 ) -  -
 cr~:~... . .-ZiZ— ...
■e.............................   —
making no mention of sympathetic strings at all. Sim-
1 0ilarly Johann Philipp Eisel gives only a tuning for the 
bowed strings:
------------------------ o--- -----
 ......  o ..... .....  ~~~
■ O  —  ... ..............
— ! b“2T
1 1In 17^1 Joseph Majer describes two different types of 
viole d famore, a small one the size of a violin, and a
7 Sebastian de Brossard - "Viola di Bardone" Dictionnaire
de Musique. Amsterdam: Estienne Roger
S Johann Gottfried Ualther - Mu^icalisches Lexicon - 1732 
9 Johann Mattheson - Das ncu-eroffncte Orchestre - 1713
10 Johann Philipp Eisel - Musicus auto didactus - J733
11 Joseph Friedrich Bernliard Casper Maier - Neu-eroffneter 
Theoretisch-und Praktischer Music-Saal- 1732
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larger one slightly bigger than the viola. Both have 
six strings for which as many as seventeen accordaturas 
can be Bound. The first two strings are overspun silver 
wire, the middle strings are steel and only the highest 
is gut. Beneath the bowed strings are sympathetic strings.
The viola d*amore, however, does not antedate the baryton 
sufficiently to speculate that the viola d famore was its 
predecessor. Their similarities are such that they were 
no doubt influential, one upon the other. The similarity 
between the two instruments is however only superficial, 
hhereas the baryton is a viol, the viola d*amore differed 
fundamental 137- in that its seven strings were tuned to one 
chord (usually D major) rather than following the trad­
itional lute tuning of the viol.
An interesting observation was made on this point by F.A.
1 2"Weber :
"The gamba expresses moderate passion, mild senti­
ments, an endearing kindness and gaiety always with­
in the limits of modest temperament in such a fort­
unate way that in this the gamba at least reaches 
the level of the viola d*amore, and the baryton can 
hardly surpass it either. The player of the instru­
ment never exceeds the gamut of the human voice, and 
with the exception of the gamba and the baryton we 
have just mentioned, no stringed instruments can com­
pete with the human voice with such a success as the 
Tviolin of love* , the viola d 1amore."
The lyra-viol closely parallels the early development of 
the baryton. This instrument was a little smaller than 
the bass viol and was often referred to as the "viola
12 Friedrich August IJeber - "Charakteristik der Sing- 
stimmen und einiger gebrauchlichen Instrumente" 
Musikalische keal-Zeitung fur das Jahr 1788
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bastarda". It was tuned in a varying arrangement of
similar to tlie ’’lira da gamba" tuning and hence the in- 
strument1s name.
This method of tuning, which greatly facilitated the 
playing of chords, was notated not 011 the stave but in 
tablature. The early music for the baryton, ie. the 
Lenningrad, Kassel and Krause manuscripts, were all not­
ated in tablature and therefore the baryton was played 
"lyra-way" - like the lyra-viol.
Contemporary writers describe several instruments which 
resemble the baryton in one or more of its peculiar fea-
-j o
tures. In 1687 Daniel Speer ^described a baryton which 
had a third set of strings in addition to the two normal 
ones. These strings were placed at the right hand side 
of the fingerboard and plucked by the forefinger of the 
right hand:
"This instrument is equipped with lute strings in
addition to the normal bowed and underlying metal 
strings. The lute strings are strung on the right 
side of the top of the instrument and are plucked 
by the little finger of the right hand. The use 
of these strings is said to produce an echo effect 
to the bowed tones and the tones of the plucked 
metal strings.”
f i f t h s an d f o a r t h s
13 D. Speer - Unterricht der Musicalischen Kunst. 
Ulm, 1687
T h is  in s t r u m e n t  I s  b e l ie v e d  to  h a v e  b een  made by  Adam
D o s s ie r ,  th e  c i t y  t r u m p e te r  o f  E p e r ie s  i n  H u n g a ry , vho
v.'as a n o te d  v io l i n ,  and b a r y to n  m a k e r . S e v e r a l  n ie c e s
o f  m u s ic  can  be fo u n d  f o r  t h i s  in s t r u m e n t  i n  th e  K a s s e l  
1
C o l l e c t i o n  d ie r c  th e  n o t a t i o n  c l e a r l y  c a l l s  f o r  th r e e  
s e ts  o f  s t r i n g s .
1 ^
A s i m i l a r  a c c o u n t a p p e a rs  by S to e s s e l  J ± n  w h ic h  he s t a t e s  
t h a t  b e c a u s e  o f  i t s  u n iq u e  sound th e  in s t r u m e n t  was a ls o  
c a l l e d  th e  V i o l a  d i  F a g o t t o .
An i s o l a t e d  r e f e r e n c e  to  th e  H a r m o n ic e l lo , a n o th e r  r e l a t -
1 6
iv e  o f  th e  b a r y t o n ,  a p p e a re d  i n  1 8 0 1 :
" B is c h o f f , r o y a l  D essau  cham ber m u s ic ia n ,  was h e a r d  
on th e  in s t r u m e n t  he in v e n t e d ,  th e  h a r m o n ic e l lo .
I t  i s  m ost s i m i l a r  to  th e  v i o l o n c e l l o ,  h a v in g  how­
e v e r  f i v e  bowed s t r in g s  u n d e r  w h ic h  a r e  te n  m e ta l  
s t r i n g s .  Tuned  h a r m o n ic a l ly ,  and  on a s p e c ia l  
f in g e r b o a r d  i t  i s  p o s s ib le  to  p la y  on th e s e  a b o v e ."
As th e r e  a r e  some b a r y to n s  w i t h  f i v e  bowed s t r in g s  and  
th e  u n d e r  lad ing  ones i t  i s  im p o s s ib le  to  d i s t i n g u is h  b e ­
tw e e n  a b a r y to n  and  a h a r m o n ic e l lo  fro m  th e  d e t a i l s  g iv e n  
i n  t h i s  a c c o u n t .
1 h Kassel Collection No .Sa:1, 12a, 13a-> 13^:1 
13 Stoessele David- Kurtzgefasstes Musikalisch.es Lexicon 
1737
16 A llg e m e in e  M u s ik a l is c h e  Z e i tu n g  -  F e b r u a r y  1801
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APPENDIX G
J .G .K D A U 5D  : IX  PARTIDN AUF D IE  V IO LA  PARADON
A t r a n s c r i p t I o n  o f  th e  s e c t io n  o f  th e  in t r o d u c t io n  to  th e  
above m a n u s c r ip t  d is c u s s in g  p la v in g  te c h n ia u c .■ L I— — . . . . . .  .1.  . . . . . . . .   J-. . . . . . . . . . . . . . . . . . . . .  . . V i - .  .... . II I . 1  , *  I.
17as d ie  T r a c t a t i o n  d ie s e s  In s t r u r a e n te s  b e t r i f f t ,  so h a t  ein 
I n c i p i e n t  e r s t lL c h / in  a c h t  zu nehm en, dass  e r  s ic h  a l l e z e i t ,
i
so v i e l  n o g l i c h ,  r e c h t  T r e y  a u f f  e inem  S tu h l  o d e r  Scheinmel
I!
l ib e r  k c k e  m it  g l e i c h  a u s s g e r ic h te te r n  L e ib e  s e t z e ,  und das
In s t r u m e n t  z w is c h e n  d en en  v o h l von  s ic h  g e s t r e c k t e n  S c h e n c k e ln /
f e s t  a n le g e  und h a l t e ,  d a m it  e r  d u rc h  d ie  ICnie n i c h t  v e r —
h i n d e r t  v o r d e .  V o r  dass  A n d e re , dass  e r  d en  B o g e n /in  d e r
- r e c h tc n  Hand m it  e in e m  v o h la u s s g e s t r e c k te n  Arm r e c h t  f r e y
f u h r e , /  d a m it  das O b e r - In s t r u m e n t  o d e r /Y i o la  d a  Gamba, m it
e in e r  a n n e h m lic lie n  G e l i n d i g k e i t  t r a c t i r e t  w e rd e n  k o n n e ,
A n la n g e n d e  das M a n u a l o d e r /tT n te rs  t e - In s t r u m e n t e , so muss d ie
L in c k e  Hand n ig h t  a l l z u f e s t  a n g e le g e t  w e rd e n , d a m it  man s o lc h e
m it  e in e r /B e h a n d ig k e i t  n a c li Ih r f  o rd e ru n g  b e y d e r  In s t r u m e n t
A ccom m odiren  konne : D ie  S a i t e n  i n  dem M a n u a l/m u s s e n  d u rc h
i i
den L in c lc e n  Daum en, m it  e in e r  m a s s ig e n  G e l i n d i g k e i t  g e r is s e n  
o d e r  a n g e s c h la g e n  w e rd e n , m a s s e n /d a s  a l l z u s t a r c k e  A n s c h la g e n  
n u r  e in  v i e l e s  Summen und u n v e rn e h m lic h e s  G eth o n e  v e r u r s a c h e t ,  
z u m a lile n ,/w o  man k e in e  o r d e n t l ic h e  D a in p ffu n g  o d e r  so g e n a n d te n  
H a r f f e n - Z u g  h a t ,  wenn e in e  o d e r  m e h r /S a i t e n  a n g e s c h la g e n  s in d ,  
muss d e r  Daumen a l l z e i t  a u f f  d e r  n e c h s t -F o lg e n d e n  S a i t e n  l i e g e n  
b l e i b e n ,  u n d /d a v o n  n i c h t  e h e r  gehoben  w e rd e n , b is s  es d ie  N o th  
e r f o r d e r t ; a u s s e r  d ie s e n  man k e in e  G e v is s h e i t  i n  d e r  l i n c k e n  
Hand bekommen k a n . So i s t  au ch  zu  m e rk e n , dass  d ie  Z i f f e r n ,  
w e lc h e  g l e i c h u n t e r  den en  T a b u la t u r - /B u c h s t a b e n  s te h e n ,  n i c h t
ti
eben  a l le m a h l  z u g le ic h  a n g e s c h la g e n  w e rd e n  m ussen , s o n d e rn  
ie m e h r  d e r  Bass m i t /d e n  O b e r-S tim m e n  a b w e c h s e lt  ie m e h r
it
A n n e h m lig k e it  es dem G eho re  g i e b t .
562
APPENDIX H THE BOW
■j
The Tielke baryton ‘of* 1686 survives in a shaped cardboard
box which also contains two bows, a collection of gauge
2*cards and several spools of brass wire* * The bows, how­
ever, do not appear to date from the same period as the
3 #
instrument* These bows clearly haves
1) a threaded nut, to alter the tension of the bow 
hair
2) a stick, which arches towards the bow hair 
(ie., concave)
3) a delicate tip, which curves elegantly in the 
form of a Mpike * s head”
4) a head, which curves fairly steeply away from 
the bow hair
5) no evidence of a metal ferrule*.
All these features are characteristic of the Tourte bow, 
and therefore they date from a period post 1800. A more 
accurate date cannot be ascertained without a closer in­
spection of the bows, which is at present not possible*
The bows could, of course, have been used with the baryton 
during its playing life, but they do not originate from the 
time of its construction*
1• Victoria and Albert Museum, London.
2. Appendix D
3* A close inspection of them has not been possible for 
they are at present in store. Information can only 
be ascertained from a photograph.
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33
P O S ITION OF TABLA- 
T U R E  IN COLLECTION T I T L E F O R M
Page 33, stave 3, 
b ar 5
N on e  (Allemande) Asym m e t r i c a l  b i n a r y  f o r m
I kk\ Page 44 N one (Prelude) T h r o u g h - c o m p o s e d
|46|
53
Page 46 A L E M Symmetrical b i n a r y  f o r m
Page 33 SARAB A s y m m e t r i c a l  b i n a r y  f o r m
|59b| Page 39b - 60, 
stave 1
N o n e  (Sarabande 
T h e m e )
T h eme and V a r i a t i o n
6 o | Page 60 COU R A N T E A sym m e t r i c a l  b i n a r y  f o r m
6ob\ Page 60b - 61, 
stave 2
A U F  D I E  V I O L  
P R A L U D I U M
T h r o u g h - c o m p0sed
Page 61, stave 
3 - 61b stave 2
N o n e A s y m m e t r i c a l  b i n a r y  f o r m
6lb| Page 61b, stave 
3 - 62, stave 3
None A s y m m e t r i c a l  b i n a r y  f o r m
62 Page 62 None -
62bi Page 62b, stave 
1 * stave 3
N one (S a r a b a n d e ) A s y m m e t r i c a l  b i n a r y  f o r m
62bii Page 62b, stave 
4 - stave 3
N one (Allemande) A s y m m e t r i c a l  b i n a r y  f o r m
6 3b a Page 63b, stave 
4 - 1
A U F  D I E  V I O L P relude i n  s y m m e t r i c a l  
b i n a r y  f o r m
63bii Page 63b, stave
4 - 5
N one (S a r a b a n d e ) B i n a r y  f o r m  (incomplete)
6^±\ Page 64, stave 
1 - 3
A R I A A s y m m e t r i c a l  b i n a r y  f o r m
64ii Page 64, stave 4 None -
64bi| Page 64b, stave 
1 - 3
SARAB A s y m m e t r i c a l  b i n a r y  f o r m
64bii Page 64b, stave 4 N o n e  (Prelude) T h r o u g h - c o m p o s e d
(incomplete)
63 i Page 65, stave
1 - 4
A L L E M D E Symmetrical b i n a r y  f o r m
63ix Page 65, stave 5 Non e  (Prelude) T h r o u g h - c o m p o s e d
“68) Page 68, stave 
2 - 4
N o n e  (S a r a b a n d e ) Symmetrical b i n a r y  f o r m
77b| Page 77* stave 1 ? (P r e l u d e ) Through-c ompo sed
78b] Page 78b, stave 1 C O U RENT S ymmetrical b i n a r y  f o r m
8 Tb|
iii
Page 81b, stave 
3 - 5
A L E M B i n a r y  f o r m  (incomplete)
Page 84 A U F  D I E  V IOL A s y m m e t r i c a l  b i n a r y  f o r m
8'lbj Page 84b, stave 
1 - 8 5 *  stave 4
AU F  D I E  V I O L T h e m e  a n d  V a r i a t i o n s
91b Page 91b, stave 
1 - 2
PRELUDE T h r ough-c ompo s ed
573
USSR
T U N I N G
R A N G E
K E Y
U P P E R
M A N U A L
L O W E R
M A N U A L
33 B d * * b d*
••<H1 D  - < 4 B m i n o r
44 H B d b d« F % -  e« B* - c4= B m i n o r
46 F # B d * * b d* Ffr - f'| B* - B B  m i n o r
53 Ffr B d b d» F j - A» - d B m i n o r
59b F$. B e g b d* Ffr - a f B* - E G  m a j o r
60 F#- B d f * b d» F  ib - B* - d B m i n o r
6 Ob F A d f a d» A  - C M|r D - d D  m i n o r / m a j o r
ill F A d f a d* d - c M D  - d D  m i n o r / m a j o r
61b F A d a d» A  - c" C - d D  m i n o r / m a j o r
62 - - -
62bi B d f # b d» A %  - b* C - B B m i n o r
62b±i G c eb g bb  d* A  - Bb*- B b Bb m a j o r
63bi F Bb d f bb d* B b  - bb* Bb*- d Bb m a j o r
63bi i F Bb d f b b  d« B b  - g* A* - d G  m i n o r
|64i F B(? d f b b  d« B b  - f* Bb»- d B b m a j o r
[64ii F Bb d f b b  d* d - eb* D - d G  m i n o r
|64bil F A d f a d» A  - e« A* - e D  m i n o r
|64bii F A d f a d* Bb - f* D - d D  m i n o r
65i F A d f a d« A  - a* C - e b D  m i n o r
|65i±l F A d f a d* A  - c 1 D  - c D  m i n o r
m i G c eb g bb d* f^b “ c" Bb*- B b B b m a j o r
I m l F* B d * * b d* A ^  - a* B* - B B m i n o r
78b : B d b d« A^r - a« Bb»- Bb B m i n o r
81b B d b d* a 4  - f** A - B B m i n o r
m F B b  d f b b  d* B b  - g* N O T  U S E D B b m a j o r
84b F Bfe d f bb  d* A - b b 1 N O T  U S E D B b m a j o r
91b F Bb d f b b  d« A  - f Bb*- d B b m a j o r
571*
4. JUi MJ ViVD Vjr i 11 4LUJJ.L 1'JLUiN Ai-t UUJJlMttJNTS
33I 4 14 bars plus lute bass - c o u r s e  n o t a t i o n
© 4
U n b a r r e d plus lute bass - c o u r s e  n o t a t i o n
J M 3 4
12 bars plus lute bass - c o u r s e  n o t a t i o n
i m
O
$ but metre is jj 20 bars plus lute b a s s -course notation, 
some amendations
|59b| <f 3 m e tre is con- 
3
stant ^
43 bars -
60 3 - 3 
3 4
36 bars lo wer manual s t ring n o t a t i o n  
am e nded
|60b] 36 bars ■ -
i m 20 bars -
161 b |
*
41 bars -
62 None 6 bars t r a n s c r i p t i o n  n ot possible, 
incomplete
|62bi| 3 - 3
3 4 17 bars plus lute b a s s - c o u r s e  n o t a t i o n
|62bii|
t
8 bars plus lute b a s s - c o u r s e  n o t a t i o n
63bi 14 bars -
63biil 3 - 3
3 4 10 bars incomplete
64i ,T 4 5 1 5N ° n e , l6> 1 6 , ^ 14 bars -
[64i:iL
3
None, ^ 7 bars p r o b a b l y  incomplete
|64bi| <jj an d  3 17 bars 11 CUM PREISE"
|64bii| Non e  - movement U n b a r r e d
3
P i n a l  s e c tion s 2 bar s  m  
3 bars in  jJ, incomplete
65i
4
12 bars cf 46 , same music t r a n s p o s e d
65H None Unb a r r e d -
68 3 - 3 19 bars A  n o t  repeated, B  w r i t t e n  out 
w i t h  V a r i a t i o n
77b None U n b a r r e d plus lute b a s s - c o u r s e  n o t a t i o n  
Title illegible
78b
4
28 bars plue lute b a s s - c o u r s e  n o t a t i o n
81b
7 8 9 
N o n e  - g , g , 8 10 bars incomplete. Plus lute bass- 
course n o t a t i o n
84
O
(j> but metre is 24 bars lower m a n u a l  not u s e d
84b <J b ut metre is 50 bars lower m a n u a l  not u s e d
|91b
♦
U n b a r r e d plu s  lute b a s s - c o u r s e  n o t a t i o n
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APPENDIX Kii
KASSEL COLLECTION OF BARYTON TABLATURES
F O L I O C O M POSER TITLE/
H E A D I N G
F O R M
7a (SIMON IVES) MA S C A R A D E  - 
BARITON
M O D I F I E D  B I N A R Y  F O R M
8a: 1 - M A S Q U E
I t *  4 a * II I b  II
8a: 2 (p i n e l l e ) L I B E R T A R A S Y M M E T R I C A L  B I N A R Y  F O R M
8b: 1 w (a l t e r ) r (o w e ) - T H R O U G H  C O M P O S E D
8b: 2 w (a l t e r ) r (o w e ) - M O D I F I E D  B I N A R Y  F O R M
9a — _ A S Y M M E T R I C A L  B I N A R Y  F O R M
9b: 1 - - SYMM E T R I C A L  B I N A R Y  F O R M
9b s 2 - A L L E M A N D E S Y M M E T R I C A L  B I N A R Y  F O R M
10b: 1 GAUTIER SARAB(ANDE) S Y M M E T R I C A L  B I N A R Y  F O R M
10b: 2 - - S YMM E T R I C A L  B I N A R Y  F O R M
1 1a: 1 - - A S Y M M E T R I C A L  B I N A R Y  F O R M
11b: 1 - - S Y M M E T R I C A L  B I N A R Y  F O R M
11b: 2 - 1653 A S Y M M E T R I C A L  B I N A R Y  F O R M
12a - - A S Y M M E T R I C A L  B I N A R Y  F O R M
13a _ T H R O U G H  C O M P O S E D
13b: 1 - - T H R O U G H  C O M P O S E D
13b: 2 - G I G U E  DE M v B • A S Y M M E T R I C A L  B I N A R Y  F O R M
14a - G I G U E A S Y M M E T R I C A L  B I N A R Y  F O R M
14b P I N ELLE S ARABANDE A S Y M M E T R I C A L  B I N A R Y  F O R M
15a: 1 - - T H R O U G H  C O M P O S E D
15a: 2 - - A S Y M M E T R I C A L  B I N A R Y  F O R M
15b: 1 j o h (n ) j e n (k i n s ) A L M A N D S Y M M E T R I C A L  B I N A R Y  F O R M
15b: 2 j o h (n ) j e n (k i n s ) CORANTO A S Y M M E T R I C A L  B I N A R Y  F O R M
16a d (i e t r i c h ) s (t e f f k e n s ) T H E  PA R A G O N S Y M M E T R I C A L  B I N A R Y  F O R M
16b: 1 d (i e t r i c h ) s (t e f f k e n s ) SARAB ( ANDE) A S Y M M E T R I C A L  B I N A R Y  F O R M
16b: 2 j o h (n ) j e n (k i n s ) C O U RENTE S Y M M E T R I C A L  B I N A R Y  F O R M
17a
. •
CO U R A N T E
--------- -..... - -
A S Y M M E T R I C A L  B I N A R Y  F O R M  ^
FO L I O T U N I N G
R A  N  G  E
K E Y
U P P E R
M A N A U L
A D D I T ­
IONAL
M A N U A L
L O W E R
M A N U A L
7a D A d f a d* c - eft1 - C - d F m a j o r
8a: 1 D A d £ a d* d — a* e - a b M d D m i n o r
8a: 2 D A d £ a d* d - a* - c - a C m a j o r
8b: 1 D A d £ a d» A - g* - D - a D m i n o r
8b:2 D A d £ a d* d - g* - D - a D m i n o r
9a D A d £ a d* A - a* _ D _ a D m i n o r
9b: 1 D A d £ a d» A - b* - B* - d D m i n o r
9b: 2 D A d £ .a d» A - b« - C - d D m i n o r
10b: 1 D A d £ a d* A - b» - D - d D m i n o r
19b:2 D A d £ a d« d - £ * - D - a D m i n o r
1 1a: 1 D A d £ a d« B - gf - C - £ F m a j o r
1 1b: 1 D A d £ a d* c - g f - C - d F m a j o r
1 1b:2 D A d £ a d* c “ g f - C - d F m a j o r
12a D A d £ a d« A - a 1 e - d* C - d D m i n o r
13a D A d £ a d * d - a 1 e - c * C — d D m i n o r
13b :1 D A d £ a d * A - £ » e -  a C - d D m i n o r
13b: 2 D A d £ a d * d - b* - D - a D m i n o r
14a D A d £ a d« d - a* - D - a D m i n o r
14b D A d £ a d* c - a* - D - a D m i n o r
15a: 1 D A d £ a d* d - g* - D - £ D m i n o r
15a: 2 D A d £ a d» a - a* - C - d D m i n o r
15b: X D A d £ a d« A - a* - D - e A m i n o r
15b: 2 D A d £ a d* A - c - A* - e A m i n o r
16a D A d £ a d« d % - a* - E - a A m i n o r
16b: 1 D A d £ a d» d - g' - c # - e A m i n o r
l6b:2 D A d f a d* «*- a* - E - e A m i n o r
17a D A d £ a d« A - g* - E - a A m i n o r
577
K A S S E L
F O LIO T I M E  SIGNATURE L E N G T H A D D I T I O N A L  C O M MENTS
7a * 33 bars F o r m  a a f b b*, m o d i f i e d  repeats w r i t t e n  o u t .C o n c o rdance - S i mon 
Ives The F a n c y
8 a : 1 f. 3 <2> 25 bars
(-10 + 15)
Two independent, c o n t r a s t i n g  
sections
8a:2 h  3 (|) 48 bars Concordance - Pinelle L i b e r t a s
8b s 1 ♦ 15 bars A l l e m a n d e
8b: 2 3 (%) 30 bars F o r m  a a* b b f, m o d i f i e d  repeats 
w r i t t e n  out . Courante
9a •I1 30 bars Al l e m a n d e
9b: 1 17 bars All e m a n d e
9b: 2 ♦ 26 bars -
10b: 1 3 (%) 24 bars -
10b: 2 3 (2) 32 bars Courante
1 la: 1 29 bars All e m a n d e
1 1b: 1 3 (Z) 24 bars Courante
1 1b: 2 * 37 bars Prelude-type
12a 53 bars A l l e m a n d e  (or p o s s i b l y  a  Prelude) 
P a i r e d  w i t h  jl 3al
13a 3 (£) 25 bars Courante. Same thematic m a t e r i a l  
as 12a
13b :1 3 (?) 20 bars Courante
13b; 2 $ 19 bars -
14a 3 (Z) 41 bars ||:a : (Il : b : ||| : 0 : ||,
c acts as a Coda
14b 3 (2) 40 bars -
13 a : 1 * 22 bars A l l e m a n d e
15a :2 ♦ 10 bars Prelu d e - t y p e
15b: 1 $ 22 bars -
15b: 2 3 (4) 26 bars -
16a 3 (2) 22 bars -
16b: 1 3 (2) 22 bars -
l6b:2 3 (2) 33 bars -
17a 3 (2) 32 bars -
F O L I O CO M POSER TITLE/
H E A D I N G
F O R M  |
17b :1 d (i e t r i c h ) s (t e f f k e n s ) 1. A L L E M A N D E A S Y M M E T R I C A L  B I N A R Y  F O R M
17b: 2 j o (h n ) j e n (k i n s ) 2. CO U R A N T E A S Y M M E T R I C A L  B I N A R Y  F O R M
18a: 1 (STEFFKENS) 3. (COURENTE) A S Y M M E T R I C A L  B I N A R Y  F O R M
18a: 2 d (i e t r i c h ) s (t e f f k e n s ) 4. A R I A A S Y M M E T R I C A L  B I N A R Y  F O R M
19b: 1 d (i e t r i c h ) s (t e f f k e n s ) 5. CO U R A N T E A S Y M M E T R I C A L  B I N A R Y  F O R M
19b: 2 Mr. J O U N G 6. s a r a b (a n d e ) A S Y M M E T R I C A L  B I N A R Y  F O R M
20a - A L L E M A N D E A S Y M M E T R I C A L  B I N A R Y  F O R M
20b - - -
21a: 1 - f A r  l a u t e T H R O U G H  CO M P O S E D
21a:2 - SUR L A  T I O R B E T H R O U G H  CO M P O S E D
21b - SA R A BANDE A S Y M M E T R I C A L  B I N A R Y  F O R M
22a — CO U R E N T E  D U  
L U T H  M I S  SUR 
L A  T I O R B E
T H R O U G H  C O M P O S E D
23a (STEFFKENS) G I G U E A S Y M M E T R I C A L  B I N A R Y  F O R M
23b :1 a l l e m (a n d e )
M I S E  F f e  LE  
BA R I T O N  L E  24 
A P R I L  1670
A S Y M M E T R I C A L  B I N A R Y  F O R M
23b: 2 - CO U R A N T E A S Y M M E T R I C A L  B I N A R Y  F O R M
24a :1 (JENKINS ?) s a r a b (a n d e ) S Y M M E T R I C A L  B I N A R Y  F O R M
24a: 2 - B A LLET A S Y M M E T R I C A L  B I N A R Y  F O R M
24b: 1 - G I G U E A S Y M M E T R I C A L  B I N A R Y  F O R M
24b: 2 - G A V O T T E SY M M E T R I C A L  B I N A R Y  F O R M
25a: 1 - G A V O T T E T H R O U G H  C O M P O S E D
25a: 2 - G A V O T T E M O D I F I E D  B I N A R Y  F O R M
25b - a l l e m (a n d e )
21 A P R I L  1669
T H R O U G H  C O M P O S E D
26a - a l l e m (a n d e )
21 A P R I L  1669
T H R O U G H  C O M P O S E D
26b :1 - A L L E M A N D E A S Y M M E T R I C A L  B I N A R Y  F O R M
26b: 2 CO U R A N T E T H R O U G H  C O M P O S E D
579
ADDIT­
IONAL
MANUAL
UPPER
MANUAL
LOWER
MANUAL
FOLIO TUNING KEY
B minor
17b:2 B minor
18a: 1 B minor
I8a:2 B minor
19b:1 B* B minor
19b: 2 a* B minor
20a F major
20b
21a: 1
21a: 2
21b D minor
22a
23a a* D major
a* D major
23b: 2 d* D majora*
a 1 D major
a* D major
D major
a* D major
g# - a« D major
25a: 2 a* D major
26a D major
26b :1 f  * D minor
26b: 2 a* D minor
580
PO L I O
TIM E
S IGNATURE L E N G T H A D D I T I O N A L  COMME N T S
17b: 1 22 bars F i r s t  of a  n u m b e r e d  set of six
17b: 2 3 (I ) 22 bars C o n c o rdance also w i t h  w o r k  b y  
Steffkens
18a: 1 3 (I ) 35 bars Courante Concordance - Steffkens
I8a:2 3 0 31 bars C onc o r d a n c e  - Steffkens
19b: 1 3 0 26 bars
19b: 2 3 0 25 bars C oncordance - Y o u n g
20a 4s I NCOMPLETE
20b 3 0 I N C O MPLETE F r a g m e n t  for lute
21a: 1 3 (^ ) I N C O MPLETE F r a g m e n t  of a n o t h e r  s e t t i n g  of 
l20bl F o r  lute
21a:2 3 0 INCOMPLETE F r a g m e n t  of a n o t h e r  s e t t i n g  of 
|20bj F o r  lute a n d  c r o s s e d  out
21b 3 0 28 bars -
22a 3 0 24 bars C r o s s e d  out
23a 3 (?) 24 bars C oncordance - Steffkens
23b  :1 11 bars -
23b : 2 3 (£) 24 bars —
24a: 1 3 0 16 bars R e s e m b l a n c e  to S a r a b a n d  - J . J e n k i n s
24a: 2 11 bars -
24b :1 t 13 bars -
24b: 2 $ 8 bars C onc o r d a n c e  to G a v o t t e  at K a s s e l
25a: 1 6 bars Conc o r d a n c e  to Ga v o t t e  at K a s s e l
25a: 2 16 bars F o r m  a a* b b * f m o d i f i e d  r e p e a t s  
w r i t t e n  out
25b ♦ 22 bars C r o s s e d  out. same m u s i c  as l25aii
26a t 22 bars —
26b : 1 15 bars -
26b: 2 3 (^ ) 23 bars -
581
Kassel
FOLIO COMPOSER TITLE/HEADING FORM
27a GIGUE ASYMMETRICAL BINARY FORM
27b :1 - s a r a b (a n d e )
SPAGNOLE
SYMMETRICAL BINARY FORM
27b: 2 - COURANTE ASYMMETRICAL BINARY FORM
28b - a l l e m (a n d e ) ASYMMETRICAL BINARY FORM
29a - TOMBEAEUDE
M.
MESSANGIOR
SYMMETRICAL BINARY FORM
582
Kassel
F O L I O T U N I N G
R A  N  G  E
K E YUP P E R
M A N U A L
A D D I T ­
IONAL
M A N U A L
L O V E R
M A N U A L
27a D A d f a d» A - g* D  - d D m i n o r
27b :1 D A d f a d« C - g* - D  - a D m i n o r
27 b r 2 D A d f a d* D - a* - D  - d D m i n o r
28b D A d f a d* D - a* - D  - a D m i n o r
29a D A d f a d* A - g 1 - c & - a D m i n o r
583
Kassel
F O L I O T I M E
S IG N A T U R E
L E N G T H A D D I T I O N A L  C O M M E N T S
27a 3 (2) 44 bars
27b :1 3 (I) 16 bars B a s e d  on the F o l i a  m e l o d y
27b s 2 3 (^) 23 bars -
28b 17 bars -
29a
♦
16 bars -
584
A P P E N D I X  Kill 
J. G. K R A U S E  : IX P A R T I E N  A U F  D I E  V I O L A  PARADON
P A R T I T A M O V E M E N T F O R M
PARTIE I 1. P R A E L U D I U M T H R O U G H  C O M POSED
2. A L L E M A N D A S Y M M E T R I C A L  B I N A R Y  F O R M
3. C O U R A N T E S Y M M E T R I C A L  B I N A R Y  F O R M
4. G A V O T T A S Y M M E T R I C A L  B I N A R Y  F O R M
5. B O U R E S Y M M E T R I C A L  B I N A R Y  F O R M
6. M I N U E T S Y M M E T R I C A L  B I N A R Y  F O R M
7. F I N A L T H R O U G H  C O M P O S E D
PA RTIE II 1. A L L E M A N D E S Y M M E T R I C A L  B I N A R Y  F O R M
2. C O U R A N T E A S Y M M E T R I C A L  B I N A R Y  F O R M
3. A R I A  A D A G I O S Y M M E T R I C A L  B I N A R Y  F O R M
4, M E N U E T A S Y M M E T R I C A L  B I N A R Y  F O R M
5. F I N A L T H R O U G H  C O M P O S E D
PART I E  III 1. P R A E L U D I U M T H R O U G H  C O M P O S E D
2. A L L E M A N D E A S Y M M E T R I C A L  B I N A R Y  F O R M
3. C O U R A N T E A S Y M M E T R I C A L  B I N A R Y  F O R M
4. G A V O T T  ^ A S Y M M E T R I C A L  B I N A R Y  F O R M
5. M I N U E T S Y M M E T R I C A L  B I N A R Y  FORM*
6. F I N A L T H R O U G H  CO M P O S E D
P A RTIE IV 1. P R A E L U D I U M T H R O U G H  C O M P O S E D  ‘
2. B A L L E T S Y M M E T R I C A L  B I N A R Y  F O R M
3. M E N U E T S Y M M E T R I C A L  B I N A R Y  F O R M
4. G A V O T T S Y M M E T R I C A L  B I N A R Y  F O R M
5. B O U R E T H R O U G H  C O M P O S E D
6. M E N U E T S Y M M E T R I C A L  B I N A R Y  F O R M
7. F I N A L T H R O U G H  C O M P O S E D
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Krause
T U N I N G
R A  N G E
K E Y
U P P E R
M A N U A L
LO W E R
M A N U A L
I 1, A d r a d* f » d c« D . d D  m i n o r
2. A d f* a d» f • d - a* D — d D  m i n o r
3. A d f a d* f * d - bb* D — d D  m i n o r
4. A d f a d* Y» d - a* D ■ - d D  m i n o r
5. A d t a d* T* d — c” F - d D  m i n o r
6. A d f a d« f» d - a* D — d D  m i n o r
7. A d I a d« f* d - a 1 D — d D  m i n o r
II 1. A d ^  a d* ft A - a* D - d D  m a j o r
2. A d a d* f*» d - a* D - d D  m a j o r
3. A d f  fca df ft d - b* D - d D  m a j o r
4. A d f # a d* f» d - a* D - d D  m a j o r
5. A d f t  a d* f* d -■ £#.* D - d D  m a j o r
III 1. A d f a d* f* f - bb* E — d F  m a j o r
2. A d f a d* ■f * d - bi>* C ._ d F  m a j o r
3*, A d f a d* f* d - bb* C - d F  m a j o r
4. A d I a d» f* a - f t F - c F  m a j o r
5. A d f* a d* f* r - bb* C - d F  m a j o r
6. A d f* a d* f* f - b(?* F - d F  m a j o r
IV 1. A d f a d» f • d - bb* E b — eb Bb m a j o r
2. A d t a d* f* f — bb* Eb — eb Bb m a j o r
3. A d f a d* f* d — bb* D —'bb Bb m a j o r
4. A d I a d* f* d - bb* D - f Bb m a j o r
5. A d f a d» f» d - Eb - d Bb m a j o r
6. A d f a d» f* f - s' D - bb Bb m a j o r
7. A d f* a d» f * f - bb* Eb - eb Bb m a j o r
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Krause
T I M E
S I G N A T U R E
L E N G T H A D D I T I O N A L  C O M MENTS
I 1. C 7 bars
2. C 14 bars '
3. 3 (?) 24 bars -
4.
4
15 bars -
5. 4 8 bars -
6 * 3 (I) 16 bars -
7. 4 8 bars -
II 1.
4
20 bars N e w  timing g i v e n  at h e a d  o f  Ihrtita
2. 3 (?) 27 bars -
3.
4
8 bars -
4. 3 (?) 15 bars -
5. c 4 bars -
I ll 1. c 8 bars
2.
4 13 bars -
3. 3 ( i ) 21 bars -
4.
4
14 bars -
5. 3 (2) 16 bars -
6. c 8 bars -
I V  1. c 7 bars In  m a n u a l  b 7
2. c 14 bars -
3 3 ( 2 ) 16 bars -
4. c 8 bars -
5. c 12 bars
6. 3 (2) 16 bars -
7. c 8 bars -
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Krause
P A R T I T A M O V E M E N T F O R M
PA R T I E  V 1. P R A E L U D I U M T H R O U G H  CO M P O S E D
2. A L L E M A N D E AS Y M M E T R I C A L  B I N A R Y  F O R M
3. COURANTE S Y M M E T R I C A L  B I N A R Y  F O R M
4. S A R A B A N D A S Y M M E T R I C A L  B I N A R Y  F O R M
5. G A V O T T A S Y M M E T R I C A L  B I N A R Y  F O R M
6, MENXJET A S Y M M E T R I C A L  B I N A R Y  F O R M
7. F I N A L T H R O U G H  COMPO S E D
PARTIE VI 1. B A L L E T S Y M M E T R I C A L  B I N A R Y  F O R M
2. M E N U E T S Y M M E T R I C A L  B I N A R Y  F O R M
3. B O URE A S Y M M E T R I C A L  B I N A R Y  F O R M
4. A R I A S Y M M E T R I C A L  B I N A R Y  F O R M
5. M E N U E T S Y M M E T R I C A L  B I N A R Y  F O R M
6. F I N A L T H R O U G H  CO M P O S E D
P A R T I E  VII 1, A L L E M A N D A S Y M M E T R I C A L  B I N A R Y  F O R M
2* CO U R A N T E S Y M M E T R I C A L  B I N A R Y  F O R M
3. SARABAND S YMM E T R I C A L  B I N A R Y  F O R M
4. F I N A L T H R O U G H  C O M P O S E D
P A R T I E  V I I I 1. P R A E L U D I U M T H R O U G H  CO M P O S E D
2. B A L L E T S Y M M E T R I C A L  B I N A R Y  F O R M
3. CO U R A N T E S Y M M E T R I C A L  B I N A R Y  F O R M
4. S A R A B A N D A S Y M M E T R I C A L  B I N A R Y  F O R M
5. F I N A L T H R O U G H  C O M P O S E D
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Krause
R A N G E
TUNING UPPERMANUAL
LOWER
MANUAL KEY
V 1. A d f a d* ft g a f C eb C minor
2. A d f a d* f  * b\? - bb1 C - C minor
3. A d f a d* f * bb - bb* c - eb c minor
4. A d f a d* f 1 * 4 * - a* Eb - eb c minor
5. A d f a d» f * b - bb* Eb - eb c minor
6 . A d f a d* f * e - bb* c - eb c minor
7 . A d f a d f b - aj?* c - c c minor
VI 1. A d f a d* f « g - b* c - d c major
2. A d f a d* f » f - a* c - c c major
3. A d f a d* f * g - g * c - d c major
4. A d f a d* f « - g* c - d c major
5 . A d f a d* f « g - a* c - c c major
6 . A d f a d* f • a - g* c - c c major
VII 1. A d f* a d« f • g - b* E - d G major
2. A d f a d* d - a* D — d G major
3. A d f a d* f» g - b* D - d G major
4. A d f a d* I* b - a* G - d G major
fill 1. A d f a d* f * g* — b* E - e A minor
2. A d f a d» f*« g - a* D - e A minor
3. A d f a d« f * a - a* C - e* A minor
4. A d f a d« f * g # - a* E - e* A minor
5 . A d f* a d* f « a -
b ' 1
D - b* A minor
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Krause
TIME
SIGNATURE LENGTH ADDITIONAL COMMENTS
V 1. 
2 . 
3. 
k.
5- 
6 .
7.
C 10 bars In Manual ]pkf \ff{
C 18 bars -
3 0 2k bars -
3 (4 ) 12 bars -
c 12 bars -
2k bars -
C 8 bars -
VI 1. 
2 .
3.
k.
5-
6 .
C 10 bars -
3 0 16 bars i:
c 12 bars -
c 8 bars -
3 0 16 bars -
c 4 bars -
VII 1. 
2 .
c 8 bars -
3 0 18 bars -
3. 3 (£) 16 bars -
k. c k bars -
VIII 1. c 8 bars In Manual
2 . c 10 bars -
3. 3 (2) 2k bars -
4. 3 (4 ) k bars -
5. c 3 bars -
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Krause
P A R T I T A M O V E M E N T F O R M
P A RTIE V I III 1. P R A E L U D I U M T H R O U G H  CO M P O S E D
2. B A L L E T A S Y M M E T R I C A L  B I N A R Y  F O R M
3. M E N U E T S Y M M E T R I C A L  B I N A R Y  F O R M
4. A R I A S Y M M E T R I C A L  B I N A R Y  F O R M
5• M E N U E T SY M M E T R I C A L  B I N A R Y  F O R M
6. F I N A L T H R O U G H  C O M P O S E D
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Krause
T U N I N G
R A  N G  E
K E Y
U P P E R
M A N U A L
L O ¥ E R
M A N U A L
:i i i  i . A d £ a d* f *
b *t
ab* E b  - eb* E b  m a j o r
2. A d £ a d* f* f - b b ‘ C - eb* E b  m a j o r
3. A d £ a d» g - bb» E p  - eb* E b  m a j o r
k. A d £ a d« £ « g - ab* D  - eb* E b  m a j o r
5. A d £ a d* f* g - bb« D  - c 1 E b  m a j o r
6 . A d £ a d* £ « g - bb« C - e E b  m a j o r
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Krause
T I M E
SIG N A T U R E
L E N G T H A D D I T I O N A L  C O M M E N T S
FLTTT 1. C 11 bars In M a n u a l  I? 4 and 7
2. C 11 bars -
3. 3 (%) 16 bars -
k. c 8 bars -
5. 3 (I) 16 bars
6. c 12 bars -
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A P P E N D I X  K i v  
BA R Y T O N  W O R K S  IN T H E  A R C H I V E  OF STIFT SCHLAGL
CO M P O S E R TI T L E M O V E M E N T
1 3 A N O N Y M O U S D I V E R T I M E N T O  PE R  PARITON 1. A L L E G R O  N O N  M O L T O
2. A D AGIO
3. F I N A L E
1 3 A N O N Y M O U S SOLO P ER IL B A R I T O N O 1. A D AGIO
2. A L L E G R O
3. M E N U E T  A N D  T R I O
U A N O N Y M O U S SOLO P ER IL B A R I T O N O 1. A D A G I O
2. A L L E G R O
3. M E N U E T
a A N O N Y M O U S SOLO PER IL B A R I T O N O 1. A D AGIO
2. A L L E G R O
3- M E N U E T  A N D  T R I O
5 A N O N Y M O U S SOLO PER I L  BA R I T O N O 1. A D A G I O
2. AL L E G R O
3. M E N U E T  A N D  T R I O
6 A N O N Y M O U S SOLO PE R  IL BARIT O N O 1. A D AGIO
2. A L L E G R O
3. M E N U E T  A N D  T R I O
1 3 A N O N Y M O U S SOLO PER IL BA R I T O N O 1. A D A G I O
2. A L L E G R O
3. M E N U E T  A N D  T R I O
8 A N O N Y M O U S D I V E R T I M E N T O  A  P A R I T O N 1. A L L E G R O  M O D E R A T O
2. M E N U E T
9 A N O N Y M O U S SOLO A  PARIDON 1. M O D E R A T O
2. A N D A N T E
3. M E N U E T
© A N O N Y M O U S SOLO A  PARIDON 1. A N D A N T E
2. A L L E G R O
3. M E N U E T
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Schlagl
F O R M
R A N G E  OF M A N UALS
K E Y
U P P E R L O W E R
0 1. A s y m m e t r i c a l  b i n a r y  for m d d ” A» - d Dm a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m f - g* B* - d G  major
0
3. A s y m m e t r i c a l  b i n a r y  f o r m c - g* A* - g Dm a j o r
1. A s y m m e t r i c a l  b i n a r y  f o r m d - b* C #  - e G  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m A - d" eft - d G  m a j o r
3. T e r n a r y  f o r m G - c ” D - e G m a j o r
0 1. A s y m m e t r i c a l  b i n a r y  f o r m f - b^» Bb»- Bj? B ^  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m e - d" Bb»- d B b  m a j o r
3. A s y m m e t r i c a l  b i n a r y  f o r m f - c" Bb«- c B b  m a j o r
l±l 1. S ymmetrical b i n a r y  f o r m - d" Cift- d G  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m d - d M D - e G  m a j o r
3. T e r n a r y  f o r m d - a* C - e G  m a j o r
III 1. A s y m m e t r i c a l  b i n a r y  f o r m d - a* C - d C m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m c - c ” C - d C m a j o r
' 3. T e r n a r y  f o r m d - a C - c C m a j o r
0 1. A s y m m e t r i c a l  b i n a r y  f o r m g - c ” C - c C m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m c - d" C - g C m a j o r
3. T e r n a r y  f o r m e - c" C - c C m a j o r
m 1. Symm e t r i c a l  b i n a r y  f o r m d - c" C - d C m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m d - bV" C - d C m a j o r
3. T e r n a r y  f o r m G - a C - e C m a j o r
8, 1. A s y m m e t r i c a l  b i n a r y  f o r m c - d ” C - e C m a j o r  j
2. Symmetrical b i n a r y  f o r m g - c» C - d C m a j o r
0 1. A s y m m e t r i c a l  b i n a r y  f o r m e - a* C - e C m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m e - a* C - e C m a j o r
3- ! A s y m m e t r i c a l  b i n a r y  f o r m g - g* C - g C m a j o r
tioj 1. A s y m m e t r i c a l  b i n a r y  f o r m A - a* C - d A  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m d - a* C - e A  m a j o r
3. S ymmetrical b i n a r y  f o r m
.
e - a* C - e A  m a j o r
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T I M E
S I G N A T U R E L E N G T H A D D I T I O N A L  C O M M E N T S
0 1. C 19 bars
2 .
t,
? 20 bars
3. 38 45 bars -
0 1.
3
4 52 bars -
2.
2
4 65 bars -
3. 34 20+ 16+20 bars -
11 1.
3
4 39 bars - ■
2. 2
4 6 3 bars -
3. 34 26 bars M e n u e t  h as no trio
G ] 1.
3
4 40 bars -
2. 3
4 66 bars -
3.
3
4 20+20+20 bars -
0 1. c 29 bars
2. 3
4 79 bars
-
3.
3
4 20+ 16+20 bars -
11 1. c 17 bars C a d e n z a  closes the m o v e m e n t
2. 2
4 56 bars -
3.
3
4 18+16+18 bars
-
0 1.
3
4 43 bars C a d e n z a  closes the m o v e m e n t
2. 2
4 71 bars -
3. 34 16+ 16+16 bars -
0 L 1.
2
4 51 bars C o n c ordance - A h l g r i m m / F i a l a  No. 3
2. 3
4 16 bars 2 m o v e m e n t s  only. M e n u e t  h a s  no Trio
J 1. c 23 bars Conc o r d a n c e  - A h l g r i m m / P i a l a  N o . [4]
2. 34 32 bars -
3.
3
4 25 bars M e n u e t  h a s  no trio
10 1. 34 27 bars D u p l i c a t e d  b y  12 , in  a
2,
2
4 19 bars di f f e r e n t  h a n d
3. 34 16 bars M e n u e t  h a s  n o  trio
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Schlagl
C O M P O S E R T I T L E M O V E M E N T
10(1) A N O N Y M O U S D I V E R T I M E N T O  A  P A R IDON 1 . M O D E R A T O
2. M E N U E T  A N D  T R I O
3. MO D E R A T O
El l I A N O N Y M O U S D I V E R T I M E N T O  A  PA R I D O N 1. MO D E R A T O
2. M E N U E T  A ND T R I O
3. M O D E R A T O
m l A N O N Y M O U S SOLO A  PARIDON 1 . A N D A N T E
2. A L L E G R O
3. M E N U E T
E l A N O N Y M O U S P A R I T O N  SOLO 1 . A L L E G R O  N O N  T R O P P O
2. A N D A N T E
3. PRESTO
14 A N O N Y M O U S P A R I T O N  SOLO 1 . A D A G I O
2. A L L E G R O
3. M E N U E T T O
k. C A P R I C C I O
i m A N O N Y M O U S G A L L A N T E R I E  A  PARITON 1. A R I A  C A N T A B I L E
2. A L L E G R O
3. M E N U E T T O , T R I O  I, TKEOII
k. P O L O N A I S E
5. C A P R I C I O
l i H l
S I G  G I U S E P P E CO N C E R T I  P ER IL 1 . A L L E G R O  N O N  M O L T O
D E  F A U N E R BA R I T O N E  A  7 V O C E 2. A D A G I O
3. A L L E G R O
16 G I U S E P P E  DE BA R I T O N E  SOLO 1. A D A G I O
F A U N E R
2. A L L E G R E T T O
3. (No title or tempo 
I n d i c a t i o n s )
tIII
G I U S E P P E  D E B A R ITONE SOLO 1 . A D A G I O
F A U N E R
2. A L L E G R E T T O
3. F I N A L E
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Schlagl
F O R M
R A N G E  OF MANUALS
K E YU P P E R L O W E R
10(1) 1. S ymmetrical b i n a r y  F o r m e - a 1 D _ e D  m a j o r
2. T e r n a r y  f o r m a - a* C - e D  m a j o r
3. A s y m m e t r i c a l  b i n a r y  f o r m e a* D .. e D  m a j o r
B 1. Symmetrical b i n a r y  f o r m e - a* D e D  m a j o r
2. T e r n a r y  f o r m a - a* C - e D  m a j o r
3. A s y m m e t r i c a l  b i n a r y  f orm e - a f D — e D  m a j o r
E l 1- A s y m m e t r i c a l  b i n a r y  f o r m A — a ’ C _ d A  m a j o r
2. As y m m e t r i c a l  b i n a r y  f o r m e - a* C - e A  m a j o r
3. Symmetrical b i n a r y  f o r m e - a ’ D — e A  m a j o r
I n !• A s y m m e t r i c a l  b i n a r y  f o r m B - c" D - e D m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m b - c ” D - e G  m a j o r
3. A s y m m e t r i c a l  b i n a r y  f o r m d - c ” D - d D  m a j o r
14 1. T h r o u g h  composed A — b« D — e A  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m A - b* E - e A  m a j o r
3. A s y m m e t r i c a l  b i n a r y  f o r m e - b* E e A  m a j o r
k. A s y m m e t r i c a l  b i n a r y  f o r m B — b* E — e A  m a j o r
15 1. T h r o u g h  composed d - d" D - d D  m a j o r
2. As y m m e t r i c a l  b i n a r y  form d - g* D - e D  m a j o r
3. T e r n a r y  f o r m  A B A C A g - a* D - e D  m a j o r
k . Symmetrical b i n a r y  f o r m g - a f D - d D  m a j o r
5. S ymmetrical b i n a r y  for m d — a* D e D  m a j o r
15 i 1. — - — E  m a j o r
2. - - - B  m a j o r
3. - - - E  m a j o r
16 1 . Symmetrical b i n a r y  f o r m d - e" C - g G  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m g - d ” D - a G  m a j o r
3. A s y m m e t r i c a l  b i n a r y  f o r m d - d ” D - g G  m a j o r
17 1. Asym m e t r i c a l  b i n a r y  f o r m e - a* C - f F  m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m c - d" C - f F  m a j o r
3. As y m m e t r i c a l  b i n a r y  f o r m e - b* C - g F  m a j o r
598
T IM E
S I G N ATURE L E N G T H AD D I T I O N A L  C O M MENTS
lio(l) 1. C 20 bars D u p l i c a t e d  b y  h 1 , in  a d i f f e r e n t
2.
3.
3
4 20+24+20 bars
h a n d
2
4 3° bars
m i  1 - 
2.
3.
c 20 bars A  duplicate of 10 ( 1) , in a
3
4 20+24+20 bars
d i n e  rent h a n d
2
4 30 bars
i m  t. 
2,
3.
3
4 27 bars A  d u p licate of 1101, i n  a d i f f e r e n t  
h a n d
2
4 19 bars
3
4 16 bars
0  1- 
2 .
3.
c 30 bars
3
4 31 bars
2
4 26 bars
[1^ 1 1. 
2. 
3.
3
4 28 bars
Menuetto ha s  no trio
2
4 57 bars
3
4 18 bars
4.
6
8
33 bars
E H  i. 
2.
3.
4.
5.
16 bars
Men u e t t o  w i t h  T r ios I a n d  II D a  Capo
2
4 20 bars
3
4 24+32+19 bars
2
4 24 bars
3
8
68 bars
15*1 1. C - Only bass part extant. F o r m s  n o t  
clear o w i n g  to loss of p a r t s  f o r  
solo baryton, v i o lins I &  II, h o r n s  
I &  II, V i o l a  a n d  Basso
2.
3.
2
4
—
2
4
-
16 i. c 26 bars
2 .
3.
2
4 51 bars
3
4
36 bars
E H  1- c 22 bars
2.
3-
2
4 53 bars
3
4 41 bars
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C O M P O S E R T I T L E M O V E M E N T
18 S IGNOR G I U S E P P E  D E  F A U N E R SOLO P ER IL 1. A L L EGRO
B A R I T O N O 2. ADAGIO
3. M E N U E T T O  A N D  T R I O
U B SIG. F R A N C  D E  F A U N E R SOLO A  DU E 1 .
PARIT O N I 2. M E N U E T  A N D  T R I O
3. A D AGIO
4. F I N A L E£3 SIG. F R A N C E S C O  D E  F A U N E R SOLO P ER IL 1. ADAG I O
BARIT O N O 2. A L L E G R O
3. M E N U E T  A N D  T R I Oin SIG. F R A N C E S C O  F A U N E R SOLO P E R  IL 1. A D A G I O
PA R ITONO 2. AL L E G R O
3. M E N U E T
22 SIG. F R A N C E S C O  D E  F A U N E R SOLO P ER IL 1. A D AGIO
BA R I T O N O 2. A L L E G R O
3. M E N U E T  A N D  T R I O
El SIG. F R A N C E S C O  D E  F A U N E R SOLO PE R  IL 1. A D A G I O
B A R I T O N O 2. A L L E G R O
3. M E N U E T  A N D  T R I O
Hi) SIG. F R A N C E S C O  A N T O N I O DI V E R T I M E N T O 1. A D A G I O
D E L E S H I N D E L L  PARITON 2. A L L E G R O
3. C A N T A B I L E  A N D A N T E
k . M E N U E T  A N D  T R I O
m SIG. F R A N C E S C O  A N T O N I O D I V E R T I M E N T O 1. A D A G I O
DE L E S H I N D EL P A R ITON 2. A L L E G R O  A S S A I
3. M E N U E T  A N D  T R I O
4 . (a n d a n t i n o )
5. AL L E G R O
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Schlagl
F O R M
R A N G E  OF MANUALS
K E YU P P E R LOWER
[l8j 1. A s y m m e t r i c a l  b i n a r y  for m F c M B* B F m a j o r
2. S ymmetrical b i n a r y  f o r m g - d" C - f F m a j o r
3. T e r n a r y  f o r m c - d« C — e F m a j o r
172 1. - - - A  m a j o r
2. - - - A  m a j o r
- 3. - - - A' m a j o r
4. — .. A  m a j o r
M l 1 . Symmetrical b i n a r y  f o r m c - f« C — c F  m a j o r
2. Asymm e t r i c a l  b i n a r y  form c - d w c - c F m a j o r
3. T e r n a r y  f o r m F - d ” C # - # F m a j o r
m 1 . Symmetrical b i n a r y  for m c - d ” - e A  m a j o r
2. A s y m m etrical b i n a r y  for m F - d" E - e A  m a j o r
3. T e r n a r y  f o r m F - c M c - d A  m a j o r
22 1. Symmetrical b i n a r y  f o r m c - d" c — c F m a j o r
2. A s y m m etrical b i n a r y  for m F - d" c - f F m a j o r
3. T e r n a r y  f o r m F - c" c - . d F m a j o r
m 1 . - - - F m a j o r
2. - - - F m a j o r
3. - . - — F m a j o r
24 1. Asym m e t r i c a l  b i n a r y  f orm B — b* E - d E m a j o r
2. A s y m m e t r i c a l  b i n a r y  f orm B - c M E - e E m a j o r
3. A s y m m e t r i c a l  b i n a r y  f o r m C - a* E - d E m a j o r
4. T e r n a r y  f o r m G  - g* E - e E m a j o r
25 1. Asym m e t r i c a l  b i n a r y  f o r m F # - c%" E - d E m a j o r
2. A s y m m e t r i c a l  b i n a r y  f o r m G # - C#" E - e E m a j o r
3. T e r n a r y  for m F # - <*" E « e E m a j o r
4. A s y m m e t r i c a l  b i n a r y  form B - a* E - e E m a j o r
5. Symmetrical b i n a r y  f o r m A - e ” P - e E m a j o r
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Schlagl
T I M E
S I G N ATURE
L E N G T H A D D I T I O N A L  CO M M E N T S
111 1. 38 72 bars
2. C 24 bars T u n i n g  given b e t w e e n  m o v e m e n t s
3.
3
4
36 bars
two a n d  three
im 1. c - S c ored f or two barytons. No
2. 3
4 -
tempo indication. M a n u s c r i p t  
is lost -
3.
2
4
-
4. 24 -
20 1. 24 24 bars C a d e n z a  closes the m o v e m e n t
2. 3
4
61 bars
3.
3
4
18+16+18 bars
m 1. c 22 bars
2.
2
4
74 bars
3.
3
4
28 bars M e n u e t  h as no trio
mi 1 . C 20 bars
2.
2
4
70 bars
3.
3
4
16+ 20+16 bars
im 1. 34 - M a n u s c r i p t  is lost
2.
2
4 -
3.
3
4
-
m 1. C 15 bars
2. 3
4 53 bars
3. c 15 bars
4. 34 32 bars
ga 1. c 22 bars
2. * 88 bars
3.
3
4
24+22+24 bars
4. C 17 bars
5. c 30 bars
6 02
tl
Schlagl
COM P O S E R T I T L E M O V E M E N T
m SIG. G I U S E P P E  ZIEGLER P A R T H I A  P E R  IL 
B A R I T O N E  E  
V I O L I N O
1. A N D A N T E
2. A L L E G R E T T O
3. M E N U E T  G R A Z I O S O  
A N D  T R l b
4. A L L E G R I N O
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Schlagl
F O R M
R A N G E  OF M A NUALS
K E YU P P E R L O W E R
26 1 . 
2.
3.
4.
mm A  m a j o r
- - - A  m a j o r
- - - A  m a j o r
- - - A  m a j o r
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Schlagl
T I M E
S I G N ATURE
L E N G T H AD D I T I O N A L  C O M M E N T S
m  1.
2
4 M a n u s c r i p t  is lost
2. C -
3.
3
4 -
k. 3
8 -
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APPENDIX Kv
BARYTON ¥ORKS IN THE AHLGRIMM/FIALA COLLECTION
C O M P O S E R TI TLE M O V E M E N T
1. A N O N Y M O U S DI V E R T I M E N T O  D E L  P A RITON 1. A L L E G R O  M O D E R A T O
2. M E N U E T
3. F I N A L E
2. A N O N Y M O U S SOLO PER IL  B A R ITONO 1. A D A G I O
2. A L L E G R O
3. M E N U E T  A N D  T R I O
3. A N O N Y M O U S D I V E R T I M E N T O  D E L  PA R I D O N 1. A L L E G R O  M O D E R A T O
2. M E N U E T
h. A N O N Y M O U S SOLO A  PARIDON 1. M O D E R A T O
2. A N D A N T E
3. M E N U E T
5. AN O N Y M O U S P A RITON SOLO 1. A D A G I O  C A N T A B I L E
2. A L L E G R O  M A  N O N  
PRESTO
3. M E N U E T T O
6. A N O N Y M O U S P A R ITON SOLO 1. A D A G I O  C A N T A B I L E
2. A L L E G R O
3. G A L L A N T E R I E  A  L A  
G A M B A
k. M E N U E T T O  A N D  T R I O
7. A N O N Y M O U S PA R I T O N  SOLO 1. A R I A  A D A G I O
2. A L L E G R O
7(1) A N O N Y M O U S (n o  t i t l e ) 1. A N D A N T E
2. M E N U E T T O  
3* V A R I A T I O
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Ahlgrimm/Fiala
K E Y
T I M E
S IG N A T U R E A D D I T I O N A L  COM M E N T S
1 1 . A  m a j o r C
2. A  m a j o r 3(2)
3. A  m a j o r 3 (I)
2 1 . B|p m a j o r 3k
2. B b  m a j o r
2
h
3. B b  m a j o r
3
k
3 1 . C m a j o r
2
k C o n c ordance - Schlagl N o . 8
2. C m a j o r 3
h
h 1. C m a j o r c C o n c o rdance - Schlagl N o . 9
2. C m a j o r 3
h
3. C m a j o r
3
k
5 1 . A  m a j o r
3
k
2. A  m a j o r 3
4
3. A  m a j o r
3
k
6 1 . A  m a j o r c
2. A  m a j o r (C)
3. A  m a j o r
3
k
S c ored f or u p p e r  m a n u a l  o n l y
4. A  m a j o r 3k
7 1. E  m i n o r
3
k
2. E m i n o r 38
7(1) 1. E m i n o r
2
k
2. E m i n o r 3k
3. E  m i n o r
3
k
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APPENDIX ICvi
J. B U R G K S T E I N E R  - 24 D I V E R T I M B N T I  P ER IL PARITON
CON V I O L A  E  BASSO
DIVE R T I M E N T O M O V E M E N T F O R M
D I V E R T I M E N T O  1 1. A D A G I O  CAN T A B I L E SO N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O NATA F O R M
D I V E R T I M E N T O  2 1. A D A G I O T H E M E  &  3 V A R I A T I O N S
2. M E N U E T T O  A N D  T R I O T E R N A R Y  F O R M
3. PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  3 1. A D A G I O  S I C I L I A N 0 S O N A T A  F O R M
2. M E N U E T  A N D  TRI O S O N A T A  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  4 1. A D A G I O S O N A T A  F O R M
2. M E N U E T  A N D  TRIO T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
DI V E R T I M E N T O  5 1. A D A G I O T H E M E  &  2 V A R I A T I O N S
2. M E N U E T  A N D  T RIO T E R N A R Y  F O R M
3. A L L E G R O  U N  POCO 
PRESTO
T E R N A R Y  F O R M
D I V E R T I M E N T O  6 1. A N D A N T I N O S O N A T A  F O R M
2. M E N U E T  AN D  T R I O t e r n a r y : E O R M
3. F I N A L E  PRESTO A S SAI SO N A T A  F O R M
DI V E R T I M E N T O  7 1. M O D E R A T O S O N A T A  F O R M
2. M E N U E T T O  A ND T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  8 1. A D A G I O  CANTABILE SO N A T A  F O R M
2. M E N U E T  A ND TRI O T E R N A R Y  F O R M
3. F I N A L E  PRESTO SO N A T A  F O R M
D I V E R T I M E N T O  9 1. M O D E R A T O T H E M E  & 3 V A R I A T I O N S
2. M E N U E T T O  A N D  T R I O M E N U E T  A N D  T R I O
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  10 1. A D A G I O S O N A T A  F O R M
2. M E N U E T T O  A N D  T R I O T E R N A R Y  F O R M
3. P R E S T O  F I N A L E S O N A T A  F O R M
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Burgksteiner
R A N G E OP
S C O R I N G U P P E R
MA N U A L
L O W E R
M A N U A L
K E Y A D D I T I O N A L  CO M M E N T S
1 1* Baryton, V i o l a e mm b* No Amaj
2. and Basso A — a* No Araaj/min
3. e - a 1 No Amaj
2 1 . Baryton, V i o l a d - b* No Dmaj G r o u n d  Bass V a r i a t i o n
2. a n d  Basso E - b» No Dmaj/Gmaj
3i d — b* No Dmaj
3 1. Baryton, V i o l a e — b* No Amaj Sicili a n o - t y p e  m o v e m e n t
2. and Basso e - a* No A m a j / m i n
3. — a* No Amaj ..
4 1. Baryton, V i o l a g # - a* No Dmaj
2. a nd Basso e - a* No Dmag'/Gmaj
3. • . d - b* No Dmaj
5 1 . Baryton, V i o l a e - b» No Amaj G r o u n d  Bass V a r i a t i o n
2. a n d  Basso E - a* No Amaj
3. e - b» No A m a j / m i n S o n g  f o r m  a n d  T rio
6 1 . Baryton, V i o l a e - a* No Dmaj
2. an d  Basso f # - a* No Dmaj/Gmaj
3. e - b» No Dmaj
7 1 . Baryton, V i o l a e - a* No Dmaj
2. a nd Basso d - b ^ 1 No D m a j / m i n
3. A - . a* No Dmaj
8 1 . Baryton, V i o l a e - a* No Amaj
2. a n d  Basso e - a 1 No A m a j / m i n
3. - a* No Amaj
9 1. Baryton, V i o l a d - d« No Dmaj
2. an d  Basso e - a* No Dmaj/Amaj
3- d - a* No Dmaj
10 1. Baryton, V i o l a d - a* No Gmaj
2. a n d  Basso - E % No Gmaj
3. e - a* No Gmaj
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J J U . X  V ^ X A J i V J U
D I V E R T I M E N T O M O V E M E N T F O R M
D I V E R T I M E N T O  11 1. A D A G I O S O N A T A  F O R M
2. M E N U E T  ’A N D  T RIO T E R N A R Y  F O R M
3. PRES T O  F I N A L E S O N A T A  F O R M
D I V E R T I M E N T O  12 1. A L L E G R O  MO D E R A T O S O N A T A  F O R M
2. M E N U E T  A ND T R I O T E R N A R Y  F O R M
3. PRESTO F I N A L E S O N A T A  F O R M
D I V E R T I M E N T O  13 1. M O D E R A T O S O N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  FORM'
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O 1. A D A G I O  CANT A B  ILE S O N A T A  F O R M
2. A L L E G R E T T O T E R N A R Y  F O R M
3. PRESTO F I N A L E S O N A T A  F O R M
D I V E R T I M E N T O  15 1. M O D E R A T O S O N A T A  F O R M
2. ALL E G R E T T O T E R N A R Y  F O R M
3. PRESTO F I N A L E S O N A T A  F O R M
D I V E R T I M E N T O  16 1. A L L E G R E T T O S O N A T A  F O R M
2. M E N U E T  M O D E R A T O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  17 1. A N D A N T E S O N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  A L L E G R O S O N A T A  F O R M
D I V E R T I M E N T O  18 1. A D A G I O T H E M E  A N D  k V A R I A T I O N S
2. A L L E G R E T T O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  19 1. A D A G I O S O N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  20
L -. . . . .
1. A N D A N T I N O S O N A T A  F O R M
2. M E N U E T  AND T R I O T E R N A R Y  F O R M
3. PRESTO F I N A L E S O N A T A  F O R M
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Burgksteiner
S C O R I N G
t
R A N G E OF
A D D I T I O N A L  CO M M E N T SU P P E R
M A N U A L
L O W E R
M A N U A L
K E Y
11 1* Baryton, V i o l a e - d" No Dmaj
2. a nd Basso e - a* No Dmaj/Gmaj
3. e - a f No Dmaj
12 1. Baryton, V i o l a e - a* No Amaj
2. and Basso e - a* No A m a j / m i n
3. e - a* No Amaj
13 1. Baryton, V i o l a A  - a* No Amaj
2. a n d  Basso 6 - No Amaj
3. e - g£* No Amaj
14 1. Baryton, V i o l a d  - a* No Gmaj
2. a n d  Basso f*|»- e* No Gmaj
3. e - a* No Gmaj
13 1. Baryton, V i o l a e - a* No Amaj
2. a nd Basso g* No A m a j / m i n
3. e - a* No Amaj
16 1. Baryton, V i o l a e - a* No Amaj
2. a n d  Basso e - a 1 No Amaj
3. e - a* No Amaj
17 1. Baryton, V i o l a e - g* A  - a Dmaj
2. a n d  Basso e - a* A  - a Dmaj
3. a  - a* A  - a Dmaj
18 1. Baryton, V i o l a d  - a* A  - £#■ Dmaj T h eme r e p e a t e d  as Var.4
2. a n d  Basso 4 "  g f A  - d' D m a j /Gmaj
3. g - a» A  - g Dmaj
19 1. Baryton, V i o l a e - b* A  - a Dmaj
2. a n d  Basso d - g* d - g D m a j / D m i n
3. 1 P A  - d Dmaj
20 1. Baryton, V i o l a e - b« A  - d Dmaj
2. a n d  Basso 0 - f%* A —  d Dmaj/Gmaj
3. e - a* No Dmaj
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Burgksteiner
D I V E R T I M E N T O M O V E M E N T F O R M
D I V E R T I M E N T O  21 1. A L L E G R E T T O S O N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  P R ESTO S O N A T A  F O R M
D I V E R T I M E N T O  22 1. A D A G I O  CAN T A B I L E S O N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
D I V E R T I M E N T O  23 1• A L L E G R O S O N A T A  F O R M
2. M E N U E T  A ND T R I O T E R N A R Y  F O R M
3. PRESTO F I N A L E S O N A T A  F O R M
D I V E R T I M E N T O  2h 1. A N D A N T I N O T H E M E  &  3 V A R I A T I O N S
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  A L L E G R O S O N A T A  F O R M
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Burgles teiner
S C O R I N G
R A N G E  OF
K E Y A D D I T I O N A L  C O M M E N T SU P P E R
M A N U A L
LOITER
M A N U A L
21 1. 
2. 
3.
Baryton, V i o l a e - a f A  - e Gmaj
Ca d e n z a  F o r  all i n s t r u ­
ments
1m. u s e d  i n  T r i o  o n l y
a n d  Basso f^- a» A  - d» Gmaj/Dmaj
e - g f No Gmaj
22 1. 
2. 
3.
Baryton, V i ola S - a* No Amaj
a nd Basso e - £#* No A m a j / m i n
e - g* No Amaj
23 1.
2.
3.
Baryton, V i o l a d - a" A  - d* Dmaj
a nd Basso a - f#t A  - e D m a j / m i n
a' A  - g Dmaj
24 1. 
2. 
3.
Baryton, V i o l a e - b« A  - a Dmaj
a n d  Basso e - a* A  - e Dmaj
e - a* A  - a Dmaj
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APPENDIX Kvii HAYDN BARYTON WORKS
' H O B O K E N  
NO.
W O R K M O V E M E N T
F O R M
XI: T R I O  1 1. A D A G I O S O N A T A  F O R M
t
2. A L L EGRO S O N A T A  F O R M
3. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
4. PRESTO S O N A T A  F O R M
T R I O  2A 1. A L L E G R E T T O T H E M E  &  6 V A R I A T I O N S
2. A R I O S O  A D AGIO S O N A T A  F O R M
3. (f i n a l e ) T E M P O  d i  
M E N U E T
SO N A T A  F O R M
T R I O  2B 1. ALL E G R E T T O T H E M E  &  5 V A R I A T I O N S
2. A R I O S O  A D A G I O S O N A T A  F O R M
3. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
4. F I N A L E  A L L E G R O  D I  
M O L T O
SONA T A  F O R M
T R I O  3 1. ALL E G R E T T O SO N A T A  F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. (FINALE) PRESTO S O N A T A  F O R M
T R I O  4 1. MOD E R A T O S O N A T A  F O R M
2. M E N U E T  (ALLEGRETTO) 
A N D  TRIO
T E R N A R Y  F O R M
3. F I N A L E  A L L E G R O  D I  
M O LTO
S O N A T A  F O R M
T R I O  5 1. M O D ERATO S Y M M E T R I C A L  B I N A R Y  F O R M
2. A D A G I O ROUNDED. B I N A R Y  F O R M
3A.TEMPO DI M E N U E T S O N A T A  F O R M
3B.MENUET A ND T R I O  
CANONE
T E R N A R Y  F O R M
T R I O  6 1. A D A G I O  P I U  T O S T O  
M O D E R A T O
T H E M E  &  4 V A R I A T I O N S
2. M E N U E T  AND T R I O T E R N A R Y  F O R M
3. F I N A L E S O N A T A  F O R M
T R I O  7 1. MOD E R A T O S O N A T A  F O R M
2. M E N U E T  A ND T R I O T E R N A R Y  F O R M
3. PRESTO T E R N A R Y  F O R M
T R I O  8 1 . A N D A N T E  (MA N O N  
MOLTO)
T H E M E  &  6 V A R I A T I O N S
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. PRESTO S O N A T A  E X P O S I T I O N
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Haydn
TUNI N G OF ..................  ......|
S C O RING U P P E R
M A N U A L
L O ¥ E R
M A N U A L
K E Y A D D I T I O N A L  C O M M E N T S
1 1. Baryton, V i o l a A  - a* No Amaj (c1765/6)
2. a n d  Basso e - a 1 No Amaj
3. e - a* No Amaj
k. A  - a* No Amaj
2A 1. Baryton, V i o l a e - b* No Amaj G r o u n d  Bass V a r i a t i o n  
H o b o k e n  X V I I s 8 01765
2. a nd Basso e - b* No Dmaj
3. e - a* No Amaj
2B 1. Baryton, V i o l a e - b* No Amaj As 2A, but w i t h  Var. IV 
o mitted
2. a n d  Basso e - b f No Dmaj As 2A 2•
3. e - a* No A m a j /m i n
k. S#- a* No Amaj
3 1. Baryton, V i ola e - a f No Amaj Als o  a n  a d d i t i o n  in  G
2. and Basso e - a* No Amaj/Dmaj
3. e —  a* No Amaj
h 1. Baryton, V i o l a e - a* No Amaj
2. a n d  Basso e - a* No A m a j / m i n
3. e - a* No Amaj
5 1. Baryton, V i o l a e - a* No Amaj Glucks - MCh e  Taro 
senza E u r i d i c e ” f r o m  
Orfeo (1762)
2. a nd Basso fit- No Dmaj Siciliano type m o v e m e n t
3A e - a* No Amaj )Optional final
3B e - a* No Amaj/Dmaj piovements
6 1. Baryton, V i o l a e - a* No Amaj (1769)
2. a n d  Basso e - a* No Amaj
3. e - a* No Amaj
7 1. Baryton, V i o l a e - a* No Amaj (1769)
2. a n d  Basso e - a* No A m a j / m i n
3. e - a* No Amaj
8 1. Baryton, V i o l a e - a* No Amaj G r o u n d  bass v a r i a t i o n
2. a n d  Basso e - a* No A m a j / m i n
3. e - a* No Amaj
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H O B O K E N
NO*
W O R K M O V E M E N T F O R M
XI: T R I O  9 1. A D A G I O S O N A T A  F O R M
2. MENIJET A N D  T RIO T E R N A R Y  F O R M
3. F I N A L E  AL L E G R O  DI  
M O L T O
S O N A T A  F O R M
T R I O  K> 1. (A L L E G R O  M O D E R A T O ) S O N A T A  F O R M
2. A D A G I O S O N A T A  F O R M
3. T E M P O  D I  M E N U E T SO NATA F O R M
T R I O  11 1. A D A G I O S O NATA F O R M
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO A S Y M M E T R I C A L  B I N A R Y  F O R M
T R I O  12 1. ADAG I O T H E M E  &  4 V A R I A T I O N S
2. (MODERATO) SO N A T A  F O R M
3 . (finale) PRESTO SO N A T A  F O R M
T R I O  13 1. A L L E G R O  M O LTO S O N A T A  F O R M
(2. A D A G I O  IN D) S O N A T A  F O R M
(3. M E N U E T T O  IN A) T E R N A R Y  F O R M
T R I O  14 1. A D A G I O S O N A T A  F O R M
2. A L L E G R O  DI M O LTO S O N A T A  F O R M
3* M E N U E T  A ND TRI O T E R N A R Y  F O R M
T R I O  15 1. A D A G I O  CANTABILE S O N A T A  F O R M
2. AL L E G R O  D I  M O L T O SO N A T A  F O R M
3. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
T R I O  16 1. M O D E R A T O SO N A T A  F O R M
2. M E N U E T  POC O  
A L L E G R E T T O
T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
T R I O  17 1. POCO A D AGIO T H E M E  &  6 V A R I A T I O N S
2. ADAG I O S O N A T A  F O R M
3. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
T R I O  18 1. A D A G I O
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T U N I N G  OF
K E Y A D D I T I O N A L  C O M M E N T SSC O R I N G U P P E R
M A N U A L
L O W E R
M A N U A L
9 1. 
2. 
3.
Baryton, V i o l a  
a n d  Basso
e - a f No Amaj (1770)
(1772)
e - g* No Amaj/Dmaj
e - a* No Amaj
0 1. 
2. 
3.
Baryton, V i ola  
a n d  Basso
© ~ a f No Amaj
e - a*' N o Amaj
e - a* No Amaj
1 1 . 
2. 
3.
Baryton, V i ola 
a n d  Basso
e - a* No Dmaj (1772)
Quasi - fugue
G r o u n d  bass v a r i a t i o n  
V a r . I V  - d a  capo of 
theme
Me tre changes f r o m  ^ 
to ^ f o r  short A d a g i o  
interlude
S u r v i v e d  i n  its arrange­
m ent f o r  2 v i o l i n s  and' 
cello o n l y
(1772)
Basso r e c o n s t r u c t e d  
b ars 10 - 17
Gr o u n d  b a s s  v a r i a t i o n
Lost. T h e m e  o n l y  
sur v i v e d  i n  "Entwurst- 
K a t a l o g M
f#- a< No A m a j / m i n
f#- a' No Dmaj
2 1.
2.
3.
Baryton, V i o l a  
an d  Basso
e - a* No Amaj
e - a* No Amaj
gjjr- a* No Amaj
3 1. 
2. 
3.
f2Violins &  Ce!lo\
( I
^4- a|?*j
A  - a*
A  - a* )
No
No
No
'Amaj'N 
Dmaj/ 
Amaj J
4 1. 
2. 
3.
Baryton, V i ola 
and Basso
A  - a* No Dmaj
e - a* No Dmaj
e - a* No Dmaj/Amaj
5 1. 
2. 
3.
Baryton, V i o l a  
a n d  Basso
A  - a f No Amaj
e - b* No Amaj
gj:- a f No Amaj/Dmaj
6 1. 
2. 
3.
Baryton, V i o l a  
a n d  Basso
A  - a* No Amaj
e - a f No A m a j / m i n
e - a* No Amaj
7 1. 
2. 
3.
Baryton, V i o l a  
a n d  Basso
a - a* No Dmaj
e - b f No Amaj
f#- a* No D m a j / m i n
8 Baryton, V i o l a Amaj
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T U N I N G OF j
SC O R I N G U P P E R
M A N U A L
L O W E R
MA N U A L
K E Y A D D I T I O N A L  COMMENTS
19 1. Baryton, V i o l a e - a* No . Amaj
2. and Basso e - a* No A m a j / m i n
3. e - a* No Amaj
20 1. Baryton, V i o l a e - a* No Dmaj
2. a n d  Basso a - a* No Dmaj
3. ff- a f No Dmaj
21 1. Baryton, V i o l a e - a* No Amaj (1771)
2. a nd Basso e - a* No Amaj/Dmaj
3. e - a* No Amaj
22 1. 2 V i o lins &  Cello «. ■ Amaj S u r v i v e d  i n  2 Vi o l i n s  
&  Cello arr. only. 
Other m o v e m e n t s  are lost
23 1. Baryton, V i o l a  
a nd Basso
- No Amaj T h eme s u r v i v e d  in 
’’E n t w u r s t - K a t a l o g 11
2. 2 V i o l i n s  &  Cello ef?- c 1 (No) (Efcmaj) No  .3 of* 4 i s o l a t e d  
m o v e m e n t s
3. d - d* (No) (Dmaj) N o . 4 of 4 i s o l a t e d  
m o v ements
24 1. Baryton, V i o l a d - b* No Dmaj D a t e d  1766
2. and Basso & - a* No D m a j / m i n
3. f$- a* No Dmaj
25 1. Baryton, V i o l a e - a* No Amaj (1772)
2. a nd Basso e - a 1 No A m a j / m i n
3. d - a* No Amaj/Dmaj
26 1. Baryton, V i o l a d - b* No Gmaj
2. and Basso d - bb» No Cmaj
3. d  - a* No G m a j / m i n
27 1. Baryton, V i o l a e - b^» No Dmaj
2. an d  Basso e - bfcj* No Dmaj
3. 4 - a* No Dmaj/Gmaj
28 1. Baryton, V i o l a e - a* No Dmaj
2. an d  Basso [d - d" No Dmaj
3. [ # “ b* No Dmaj/Gmaj
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HO B O K E N
NO. W O R K M O V E M E N T F O R M
XI: T R I O  29 1. A N D A N T E TH E M E  &  5 V A R I A T I O N S
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
T R I O  30 1. M O D E R A T O S O N A T A  F O R M
2. M E N U E T  A N D  TRI O T E R N A R Y  F O R M
3. F I N A L E  P R E S T O  A S S A I T E R N A R Y  F O R M
T R I O  31 1. A D A G I O  C A N TABILE SO N A T A  F O R M
2. A L L E G R O  D I  M O L T O S O N A T A  F O R M
3. M E N U E T  A L L E G R E T T O  
A N D  T R I O
T E R N A R Y - F O R M
T R I O  32 1. M O D E R A T O S O N A T A  F O R M
2. M E N U E T  A L L E G R E T T O  
A N D  T R I O
T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
T R I O  33 1. A D A G I O  CA N T A B I L E S O N A T A  F O R M
2. M E N U E T  A L L E G R E T T O T E R N A R Y  F O R M
3. F I N A L E  A L L E G R O S O N A T A  F O R M
T R I O  3k 1. M O D E R A T O S O N A T A  F O R M
2. M E N U E T  A N D  T RIO T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
TRI O  35 1. A D A G I O S O N A T A  F O R M
2. A L L E G R O  D I  M O L T O S O N A T A  F O R M
3. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
T R I O  36 1. A D A G I O S O N A T A  F O R M
2. A L L E G R O  D I  M O L T O S O N A T A  F O R M
3. M E N U E T  A N D  TRIO T E R N A R Y  F O R M
T R I O  37 1. A N D A N T I N 0 S O N A T A  F O R M
2. A D A G I O  CANTABILE T H R O U G H  C O M P O S E D
3. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
T R I O  38 1. U N  POCO A N D A N T E T H E M E  &  k V A R I A T I O N S
2. M E N U E T  A N D  T R I O T E R N A R Y  F O R M
3. F I N A L E  PRESTO S O N A T A  F O R M
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T U N I N G OF
------------------ .— -----
S C O R I N G UP P E R
MA N U A L
L O W E R
M A N U A L
K E Y A D D I T I O N A L  CO M M E N T S
29 1. Baryton, V i o l a e - c" No Amaj
2 . a nd Basso g#- a* No A m a j / m i n
3. e - a* No Amaj G r o u n d  bass v a r i a t i o n  
A r i a  fro m  L a  C a n t e r i n a  
Ac til, 1766
30 1. Baryton, V i ola d  - b» No Gmaj
2 . a n d  Basso d  - b b' No G m a j / m i n
3. **- a* No Gmaj F e a t u r e s  of R o n d o  f o r m
31 1. Baryton, V i o l a 1
sfc0 b» No Dmaj C a denza p r e c e e d i n g  
final cadence
2. a nd Basso e - a* No Dmaj I n t e r r u p t e d  b y  short 
Adagio
3. *#- b* No Dmaj
32 1. Baryton, V & o l a d - b* No Gmaj
2 . a n d  Basso d - E % No G m a j / m i n
3. d  - a 1 No Gmaj
33 1. Baryton, V i o l a A  - b» No Amaj
2. a nd Basso e - a* No A m a j / m i n
3. e - a* No Amaj Quasi fugue
34 1. Baryton, V i o l a A  - a* A.-- a . Dmaj (1776)
2. an d  Basso d - a f A  - a Dmaj a3 P i z z i c a t o  s e c tions 
in Trio
3. a  - a* A  - e Dmaj
35 1 . Baryton, V i o l a e - b» No Amaj (1771) P r e d o m i n a n t l y  
P i z z  accomp.
2. a n d  Basso e - a* No Amaj
3. e - a* A  - e A m a j / m i n L o w e r  m a n u a l  u s e d  in  
Trio o n l y
36 1. Baryton, V i o l a e - a* A  - Dmaj (1776) P a s t o r e l l o
2. a n d  Basso A  - a* A  - a Dmaj
3. .**- a* A  - a Dmaj T h eme s C a s s a t i o n s  trlicke 
X I I ; 1 9*No.2. P i z z i c a t o  
p r e d o m i n a t e s  i n  aD. parts
37 1. Baryton, V i o l a a* No Gmaj Theme; H a y d n  S o n a t a  
N o .14 mvt3» C a d e n z a  pre- 
ceeds the f i n a l  c a d ence
2. a n d  Basso .ftr a f No Cmaj
3. d - a* No G m a j / Cmi n
00C-\ 1. Baryton, V i o l a d%- b» No Amaj T h e m e :D i v e r t i m e n t o  H o b  
X V I I a :1. G r o u n d  b a s s  
v a r i a t i o n
2. an d  Basso e - a* No A m a j / m i n
• e - b* No Amaj 6Z0
Haydn
HOBOKEN
NO. WORK MOVEMENT FORM
XI. TRIO 39 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
'» * 3. MENUET AND TRIO TERNARY FORM
TRIO 40 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO SONATA FORM
TRIO 41 1. MODERATO THEME & 3 VARIATIONS
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO SONATA FORM
TRIO 42 1. CANTABILE SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 43 1. MODERATO SONATA FORM
2. MENUET POCO ALLEG­
RETTO AND TRIO
TERNARY FORM
3. FINALE, SCHERZO 
ALLEGRO ASSAI
TERNARY FORM
TRIO 44 1. ALLEGRO DI MOLTO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 45 1. ADAGIO THEME & 3 VARIATIONS
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE ALLEGRO SONATA FORM
TRIO 46 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO TERNARY FORM
TRIO 47 1. ADAGIO SONATA FORM
2. ALLEGRO MA NON 
TROPPO
SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 48 1. MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE ALLEGRO 
DI MOLTO |
SONATA FORM
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^TUNING OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
59 1. Baryton, Viola e - a* A Dmaj
2. and Basso d - a* No Dmaj
3. e - g* No Dmaj
K) 1. Baryton, Viola , 4 - a* A - d* Dmaj
2. and Basso * Y a* A - g Dmaj
3. d - a* A - d* Dmaj Fugal Finale
n 1. Baryton, Viola sifc- a* A - a Dmaj Ground bass variation
2. and Basso a* A - e Dmaj/min lower manual used in 
Trio only
3* A - a* A - a Dmaj
\2, 1. Baryton, Viola e - a* A - c#* Dmaj Dated 1767
2. and Basso e - a* A - a Dmaj
3. e - a* A - e Dmaj/min
3 1. Baryton, Viola A - a* A i o Dmaj Dated 1767
2. and Basso 4 - a* A - b Dmaj lower manual used in 
Trio only
3. 4 - gf A - d Dmaj/min Scherzo type
k 1. Baryton, Viola e - a* A - a Dmaj
2. and Basso e - a* A - Amaj
3. *4- a* A - g Dmaj
5 1. Baryton, Viola e - a* A - a Dmaj Ground bass variation
2. and Basso A - g* d only Dmaj
3. f£- a* A - d« Dmaj
6 1. Baryton, Viola A - a* A - b Amaj
2. and Basso e - f#* A - e Amaj/min lower manual used in 
Trio only
3. e - g* A - e Amaj/min
7 1. Baryton, Viola e - b A - b Gmaj
2. and Basso H ~ g* A - c * Gmaj
3. f4- A - a Grmaj/Dmaj lower manual used in 
Trio only
8 1. Baryton, Viola e - a* A - a Dmaj
2. and Basso e - a* A - d* Dmaj
3. d - a* A - d1 Dmaj
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HOBOKEN
NO. WORK MOVEMENT FORM
XX. TRIO 49 1 . ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 50 1 . ANDANTE THEME & 4 VARIATIONS
2. ALLEGRO DI MOLTO SONATA FORM
3. MENUET MODERATO 
AND TRIO
TERNARY FORM
TRIO 51 1 . SICILIAN0 ADAGIO SYMMETRICAL BINARY FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 52 1. ADAGIO - ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET ALLA ZOPPA 
AND TRIO AL 
CONTRARIO
TERNARY FORM
TRIO 53 1 . MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO THROUGH COMPOSED (FUGUE)
TRIO 54 1 . MODERATO SONATA FORM
2. MENUET UN POCO 
ALLEGRETTO AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 55 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO DI 
MOLTO
SONATA FORM
TRIO 56 1 . ADAGIO SONATA FORM
2. ALLEGRO MODERATO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 57 1. ADAGIO SONATA FORM
2. MENUET UN POCO 
ALLEGRETTO AND TRID
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 58 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO DI 
MOLTO
SONATA FORM
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RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
49 1. Baryton, Viola d - a1 A - a Gmaj
2. and Basso e - a* A - d* Gmaj
3. s' A - df Gmaj/Dmaj Trio uses lower manual 
throughout
50 1. Baryton, Viola A - a* A - d Dmaj Ground bass variation
2. and Basso e - a* A - d Dmaj
3. f!- a* A - e Dmaj/min lower manual used in 
Trio only
51 1. Baryton, Viola e - b* A - e Amaj Siciliano type movemen;
2. and Basso e - b* A - e Amaj
3. gfcj* A - e Amaj/min lower manual used in 
Trio only
52 1. Baryton, Viola e - a* A - d* Dmaj Accompanied recitative
2. and Basso ft- a* A - b Dmaj Quasi sonata da chiesa
3. e - gf No Dmaj/min Haydn:Symphony No.58 
mvt .3
53 1. Baryton, Viola ft- a* No Gmaj Dated 1767
2. and Basso g  - g* A - a Gmaj/Dmaj
3. d - a* No Gmaj Fully fledged fugue
5^ 1. Baryton, Viola e - a* A - Dmaj
2. and Basso e - g* No Dmaj/min
3. d - g* A - d Dmaj
55 1. Baryton, Viola ft-- a* A - b Gmaj
2. and Basso f t -  g ' No Gmaj/min
3. f-t- a* A - d* Gmaj
56 1. Baryton, Viola 1 P A - d* Dmaj
2. and Basso e - a* No Dmaj
3. e - a* A - Dmaj lower manual used in 
Trio only
57 1. Baryton, Viola e - a* A - e Amaj 1768
2. and Basso 0 i 4? A - e Amaj/min
3* e - a' No Amaj
58 1. Baryton, Viola e - a* A - a Dmaj
2. and Basso e - a 1 A - g Dmaj/min
3. d - a* A - e Dmaj
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HOBOKEN
NO. WORK MOVEMENT FORM
XI: TRIO 59 1 . ADAGIO SONATA FORM (MODIFIED)
2 . ALLEGRO SONATA FORM
3. MENUET POCO ALLEG­
RETTO AND TRIO
TERNARY FORM
TRIO 60 1. ADAGIO THEME & 3 VARIATIONS
2 . ALLEGRO SONATA FORM
3. MENUET AND TRIO
■■ ■■ 4
TERNARY FORM
TRIO 61 1 . ALLEGRO SONATA FORM
2 . ANDANTINO SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 62 1 . ALLEGRO SONATA FORM
2 . MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 63 1 . ADAGIO SONATA FORM
2 . ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 6k 1 . ALLEGRO DI MOLTO SONATA FORM
2 . MENUET UN POCO 
VIVACE AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 65 1 . ALLEGRO SONATA FORM
2 . MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO 
ASSAI
SONATA FORM
TRIO 66 1 . ADAGIO SONATA FORM
2 . ALLEGRO DI MOLTO SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 67 1 . ALLEGRO MODERATO SONATA FORM
2 . MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO DI 
MOLTO
THROUGH COMPOSED (FUGUE)
TRIO 68 1. ADAGIO SONATA FORM
2 . ALLEGRO DI MOLTO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
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RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
59 U Baryton, Viola a* A - d» Gmaj Incorporates 2 baryton 
cadenzas
2 . stnd Basso e - a* A - Gmaj
3. e - g* A - a Gmaj/Dmaj Lower manual in Trio 
only
60 1 . Baryton, Viola e - d*» A - e Amaj
2 . and Basso e - a* A - b Amaj
3. e - a* A - g Amaj/Dmaj.
61 1 . Baryton, Viola d - a* A - a Dmaj LiedsEine sehr gewohn- 
liche Geschichte
2 . and Basso d - d” A - e Gmaj
3. e - a* A — a Dmaj
6 2 1 . Baryton, Viola d - a* A - b Gmaj
2 . and Basso g* A - b Gmaj/Dmaj Lower manual exclusive­
ly in Trio
3. e - g* A — a Gmaj
63 1. Baryton, Viola f*4- a* A b Dmaj
2 . and Basso a - a* A - Dmaj
3. a* No Dmaj/min
6k 1. Baryton, Viola e - af A — Dmaj Gregorian Alleluia - 
Also Symphony No,30 
ravt.1 (1 7 6 5)
2 . and Basso a - a* A - Dmaj/Amaj
3. f - a* A — Dmaj
65 1. Baryton, Viola e - a* A - b Gmaj
2. and Basso f*- g* d - g Gmaj/min lower manual used .in 
Trio only
3. d - a* A - e Gmaj
66 1. Baryton, Viola e - b* A - d* Amaj
2. and Basso d - a* A - 4 Amaj/min
3. f - a 1 A only Gmaj
67 1. Baryton, Viola A - a* d - b Gmaj
2. and Basso a 1 A - d* Gmaj/Dmaj
3. d - a* A - a Gmaj
68 1. Baryton, Viola e - a» A — e Amaj
2. and Basso e - af A - d Amaj
3. e - a* A - e Amaj/min
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HOBOKEN
NO. WORK MOVEMENT
7-----------------------
FORM
XI: TRIO 69 1. ADAGIO THEME & 4 VARIATIONS
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO TERNARY FORM
TRIO 70 1. SCHERZANDO E PRESTO SONATA FORM
2. ANDANTE SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 71 1. ALLEGRO MODERATO SONATA FORM
2. MENUET UN POCO 
ALLEGRETTO & TRIO
TERNARY FORM
3. FINALE ALLEGRO DI 
MOLTO
SONATA FORM
TRIO 72 1. ADAGIO SONATA FORM
2. ALLEGRO ASSAI SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 73 1. ANDANTE THEME & 4 VARIATIONS
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO ?4 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 75 1. ALLEGRO MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE (PRESTO) SONATA FORM
TRIO 76 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE SCHERZO 
PRESTO
SONATA FORM
TRIO 77 1. ADAGIO SYMMETRICAL BINARY FORM
2. ALLEGRO CON SPIRITO SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 78 1. ANDANTE THEME & 4 VARIATIONS
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
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RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
69 1. Baryton, Viola e - a* A - d Dmaj Ground bass variation
2. and Basso d - gf A - a Amaj Lower manual used in 
Trio only
3. d - a* A - a Dmaj/min
70 1. Baryton, Viola d - a 1 A - g Gmaj
2. and Basso d - d” A - c * Gmaj
3. d? - g* d only Gmaj/min
71 1 . Baryton, Viola d - a* A - e Amaj
2. and Basso e - a* A - e Amaj
3.'
* d - a* No Amaj
7 2 1. Baryton, Viola e - a* A - a Dmaj
2. and Basso e - a* A - a Dmaj
3. e - a* No Dmaj
73 1 . Baryton, Viola 4 - a* No Gmaj (1772) Ground bass 
variations
2. and Basso d - g* No Gmaj/min
3. d - a* No Gmaj
7b 1 . Baryton, Viola d - d” No Dmaj
2. and Basso e - a* No Dmaj
3. a* • No Dmaj
75 1. Baryton, Viola A a* No Amaj
2. and Basso e - a* No Amaj/min
3. d4 - a* No Amaj
76 1. Baryton, Viola d - d" No Cmaj (1 7 7 2)
2. and Basso a* No Cmaj
3. e - a* No Cmaj Piece For musical clock 
XIX6. Scherzo
77 1. Baryton, Viola d - a* No Gmaj
2* and Basso e - a* No Gmaj .
3. 4 - g' No Gmaj
00 1. Baryton, Viola e - dM No Dmaj Ground bass variation
2. and Basso g - a* No Dmaj/min
3. a - a* No Dmaj
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HOBOKEN
NO. WORK MOVEMENT FORM
XI: TRIO 79 1 . MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO TERNARY FORM
TRIO 80 1 . MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 81 1. UN POCO ADAGIO THEME & 3 VARIATIONS
2. MENUET AND TRIO TERNARY FORM
3. FINALE VIVACE SONATA FORM
TRIO 82 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET ALEGRETTO 
AND TRIO
TERNARY FORM
TRIO 83 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3- MENUET AND TRIO TERNARY FORM
TRIO 8 k 1. ALLEGRO MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 85 1. ADAGIO SONATA EXPOSITION 
(CLOSES IN TONIC)
2. ALLEGRO SONATA FORM
3. MENUET ALLEGRETTO TERNARY FORM
TRIO 86 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 87 1. ADAGIO SONATA FORM
2. ALLEGRO DI MOLTO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 88 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
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SCORING
TUNING OF
UPPER
MANUAL
LOWER
MANUAL
KEY
Haydn
ADDITIONAL COMMENTS
79 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
M i a
g - a
80 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
d - a
d - a
81 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
e - a
e - b
82 1. 
2. 
3.
Baryton, Viola 
and Basso
d - a
d - a
d - a
83 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
e - a
f - a
84 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
eft- a
a
85 1. 
2.
3.
Baryton, Viola 
and Basso
e - a
d - a
a - a
86 1. 
2.
 3.
Baryton, Viola 
and Basso
d|- a
e - b
e - a
87 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
e - a
e - a
88 1. 
2. 
3.
Baryton, Viola 
and Basso
e - a
e - a
e - a
A - e Dmaj
A - g Dmaj
No Dmaj/min
No Gmaj
No Gmaj/min
No Gmaj
A - b Dmaj
A - d* Dmaj/min
d - d * Dmaj
No Cmaj
No Cmaj
No Cmaj/m m
No Fmaj
No Fmaj
No Fmaj
No Gmaj
No Gmaj/min
No Gmaj
No Dmaj
No Dmaj
No Dmaj/min
No Amaj
No Amaj
No Amaj/min
No Amin
No Amin
No Amin/maj
No Amaj
No
No
Amaj
Amaj
Dated 1769
Ground bass variation
Double fugato
Menuet.Piece for 
musical clock XIX.5
Contrasting Trio sec­
tion but not named
Has no double bar or 
repeat after Expo.
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HOBOKEN
NO. WORK MOVEMENT FORM
XX: TRIO 89 1 . MODERATO SONATA FORM
2. MENXJET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 90 1. MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 91 1. MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 92 1 . ALLEGRO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 93 1. ALLEGRO DI MOLTO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 94 1. ALLEGRETTO SONATA FORM
2. MENUET, CANONE IN 
DIAPENTE ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 95 1. ALLEGRO DI MOLTO THEME & k VARIATIONS '
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 96 1. LARGO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 97 1. ADAGIO CANTABILE SONATA FORM
2. ALLEGRO DI MOLTO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
4. POLONAISE SONATA FORM
5. ADAGIO THROUGH COMPOSED
6. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
7. FINALE FUGA PRESTO THROUGH COMPOSED
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TUNING OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
89 1 . Baryton, Violin d” No Gmaj
2. and Basso fft- e< No Gmaj/min
3. fHt- a No Gmaj
9 0 1. Baryton, Violin e - dM No Cmaj
2. and Basso g - cw No Cmaj
3. f - c" No Cmaj
91 1. Baryton, Violin A - d" No Dmaj
2. and Basso c%- g* No Dmaj/min
3. ftt- a< No Dmaj
92 1. Baryton, Viola d - gn No Gmaj
2. and Basso e - g* No Gmaj/min
3. ft- a* No Gmaj
93 1. Baryton, Viola e - d" No Cmaj
2. and Basso d - a* No Cmaj/min
3. b - a* No Cmaj
9** 1. Baryton, Viola e - a* No Amaj 1774
2. and Basso e - a* No Amaj/min Written in canon
3. e - b» No Amaj
95 1. Baryton, Viola d - a* No Dmaj Ground bass variation
2. and Basso e - a* No Dmaj
3. g - a* No Dmaj
96 1. Baryton, Viola eft- b* No Bmin
2. and Basso d - a* No Bmin
3. eft- g* No Bmin/maj
97 1. Baryton, Viola d - d” A - a Dmaj "Falto per la felic-
2. and Basso e - dM No Dmaj issima nascita diSs A1 :S:Prencipe Estor- 
hazi
3. e - dM A - d» Dmaj lower manual used in 
Trio only
4. d - af d only Dmaj Mvts 1,VI and VII later
5. g - a* A only Dmin
used in a trio for 
William Forster* 1784
6 . d - a* A - d Dmaj lower manual used in 
Trio only
7. d - a* No Dmaj Fully fledged Fugue
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HOBOKEN
NO. ¥ ORK MOVEMENT FORM
XI: TRIO 98 1. ADAGIO THROUGH-COMPOSED
2. ALLEGRO MODERATO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 99 1 . ADAGIO (CANTABILE)
TRIO 100 1 . MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO TERNARY FORM
TRIO 101 1. ALLEGRO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE THROUGH-COMPOSED
TRIO 102 1. MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 103 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO 
SCHERZANDO
TERNARY FORM
TRIO 104 1. MODERATO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO TERNARY FORM
TRIO 105 1 . POCO ADAGIO THEME & 4 VARIATIONS
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 106 1. MODERATO THEME & 3 VARIATIONS
2. MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO ASSAI SONATA FORM
TRIO 107 1. ANDANTIN0 SONATA FORM
2. MENUET AND TRIO 
SOLO
TERNARY FORM
1
f!
3. FINALE ALLEGRO SONATA FORM
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r RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
98 1 . Baryton, Viola e - b» No Dmaj
2. and Basso d - b* No Dmaj
3 . f - b* No Dmaj/min
99 1. - - - Gmaj Survived only as an 
incipit from the 
Entwurf-Katalog
100 1 . Baryton, Viola d - d" No Fmaj
2. and Basso f - d” No Fmaj Trio - Mezza Voce 
indication
3 . cfr- e” No Fmaj
101 1. Baryton, Viola c - d" No Cmaj
2. and Basso e - a* No Cmaj/Fmaj
3. d - c« No Cmaj Fuga a 3 soggetii in 
contrappunto doppio 
Fugue
102 1. Baryton, Viola <#- dw No Gmaj
2. and Basso d - a* No Gmaj/min
3. d - d” No Gmaj
103 1 . Baryton, Viola e - a* No Amaj Mvts.I & II also used
2. and Basso e - a* No Amaj/min in a lost version for hrps, bary, & 2 Vlns, 
& Trio Trio No.173. e - a* No Amaj/min
104 1. Baryton, Viola d" No Dmaj
2. and Basso 4 - d" No Dmaj/min
3. A - d” No Dmaj/min
105 u Baryton, Viola d - d” No Gmaj Dated 1772
2. and Basso d - a* No Gmaj/min
3- d - d” No Gmaj
106 1 . Baryton, Viola A - a* A - a Dmaj Ground bass variation
2 . and Basso a - b« A - g Dmaj/min Lower manual used in 
Trio only
3. e - a f No Dmaj
107 1 . Baryton, Viola e - b» No Dmaj Viola & basso - con 
sordino
2 . dnd Basso a* A - a Dmaj Trio:Baryton solo, 
notated on 2 staves*
3. e - a* No Dmaj
lower
Lower manual in bass 
clef, viola & basso 
MTacet,!
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HOBOKEN , 
NO. WORK MOVEMENT FORM
i XI: TRIO 108
j
1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO 
ASSAI
TERNARY FORM
TRIO 109 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 110 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 111 1. ADAGIO THEME & 4 VARIATIONS
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO SONATA FORM
TRIO 112 1. ALLEGRO SONATA FORM
2. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
3. FINALE PRESTO TERNARY FORM
TRIO 113 1. ADAGIO SONATA FORM
2. ALLEGRO DI MOLTO SONATA FORM
3. MENUET ALLEGRETTO 
AND TRIO
TERNARY FORM
TRIO 114 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE FUGA PRESTO THROUGH COMPOSED
TRIO 115 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
TRIO 116 1. ALLEGRETTO THEME & 3 VARIATIONS
2. MENUET AND TRIO TERNARY FORM
3. FINALE ALLEGRO 
DI MOLTO
TERNARY FORM
TRIO 117 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
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SCORING
RANGE OF
KEY ADDITIONAL COMMENTSUPPER
MANUAL
LOWER
MANUAL
4Q8 1. Baryton, Viola e - a* No Ama j
2. and Basso e - a* No Amaj/min
3. e - a* A.;- d»;!Amaj/Dmaj
109 1. Baryton, Viola e - bb» No Cmaj Sicilian©-type mvt
2. and Basso e - cM No Cmaj
3. d - a* No Cmaj/min
110 1 . Baryton, Viola fft- d« No Cmaj Mvts I & II (Trio)
2. and Basso d - a* No Cmaj/min used by Haydn in
3. d - a* No Cmaj 2 vlns & cello
111 1. Baryton, Viola e - dM d b Gmaj Ground bass variation
2. and Basso .ft- S' I No?. Gmaj
3. d - a1 d - a Gmaj
112 1. Baryton, Viola o&- dw No Dmaj
2. and Basso d - a* No Dmaj/min
3. e - a* No Dmaj
113 1. Baryton, Viola e - dM A - a Dmaj
2. and Basso d - a* A only Dmaj
3. cfc- d” A - d* Dmaj
114 1. Baryton, Viola c - dH No Dmaj
2. and Basso A - b* No Dmaj/min
3. f#:- b 1 No Dmaj Fully Hedged fugue
113 1. Baryton, Viola e - d" No Dmaj
2. and Basso e - d” No Dmaj
3. A - dM •No Dmaj/min
1 16 1. Baryton, Viola B - d" No Gmaj Ground bass variation
2. and Basso g - b* No Gmaj/min
3. d - d " No Gmaj
117 1. Baryton, Viola d - dM No Fmaj
2. and Basso c - c" No Fmaj
3. d - bb » No Fmaj
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SCORING
RANGE OF
KEY ADDITIONAL COMMENTSUPPER
MANUAL
LOWER
MANUAL
118 1. Baryton, Viola B - dw .No Dmaj
2. and Basso d - a* No Dmaj
3. c&- b« No Dmaj
119 1. Baryton (Viola d - d" No Gmaj Only the baryton
part has survived
2. and Basso) a* No Gmaj
3. e - g* No Gmaj
120 1. Baryton, Viola d - c" No Dmaj
2. and Basso d - a* No Dmaj
3. d - a 1 No Dmaj
121 1. Baryton, Viola dfc- b« No Amaj
2. and Basso e - a* No Amaj/min
3. e - a* No Amaj
122 1. Baryton, Viola
4*01 No Amaj
2. and Basso e - b* No Amaj
3. A - No Amaj/min
123 1. Baryton, Viola eft- af No Gmaj
2. and Basso d - a1 No Gmaj
3. d - g* No Gmaj
12^ 1. Baryton, Viola d - a* No Gmaj
2. and Basso d - g* No Gmaj/min
3. d - a* No Gmaj
125 1. Baryton, Viola e - a* No Gmaj
2. and Basso d - a* No Gmaj/min
3. fgr- d" No Gmaj/min
126 1. Baryton, Viola g - a* No Cmaj Ground bass variation
2. and Basso f*- a* No Cmaj
3. f#- a* No Cmaj
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HOBOKEN
NO. WORK MOVEMENT
- - - - - - - - - ------ I
FORM
XII
2 0 - 2 3
DIVERTIMENTI PER IL 
PARITON SOLO
1. ADAGIO
2. ADAGIO _
3. ADAGIO _
4. ADAGIO —<
XII
18
DIVERTIMENTI PER IL 
PARITON SOLO ALLEGRO
XII
13-14
SOLO PER IL PARITON 
SOLO
1. ADAGIO
2. ADAGIO
XII
7-12
6 SON ATE JPER IL 
PARITON. COL 
VIOLONCELLO
1. ADAGIO _
2. ALLEGRO -
3. ALLEGRO -
4. ALLEGRO MODERATO —
5. ANDANTE _
6. ALLEGRO
XII
15-17
SONATE PER IL 
PARITON COL 
VIOLONCELLO
1. ALLEGRETTO ..
2.
3. ANDANTE _
X
11
DUETTE FOR ZWEI 
BARYTONE
1. DUETT IN D 1. MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. FINALE PRESTO SONATA FORM
XII
4
2. DUETT IN G 1. MODERATO THEME & 2 VARIATIONS
2. ALLEGRO SONATA FORM
3. MENUET ALLEG­
RETTO & TRIO
TERNARY FORM
XII
1
3. DUETT IN A 1. ADAGIO SONATA FORM
2. ALLEGRO MOLTO SONATA FORM
3. MENUET AND TRIO TERNARY EORM
XII
3+5
4. DUETT IN D 1. ADAGIO THEME & 3 VARIATIONS
2. MENUET ALLEG­
RETTO & TRIO
TERNARY FORM
3. FINALE PRESTO TERNARY FORM
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RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
XII 1. Solo baryton mm Gma.j Survived as thematic
JO-23 2. « — Dmaj incipit „
3. 11 — — Amaj ti
4. 11 - - Amaj it
XII
18 Solo baryton - - Amaj it
XII 1. Solo baryton _ _ Dmaj n
3-14 2. n - — Dmaj n
XII
7-12
1. Baryton and 
cello
- - Dmaj 11
2. n _ Cmaj it
3. n — _ Gmaj 11
4. n _ Amaj ti
5. ti — _ Dmaj n
6. it _ Gmaj it
XII
5-17
1 . Baryton and 
cello
- - Fmaj ti
2. 11 _ Dmaj tt
3. n - - Dmaj it
is 11 1 1. (2 Barytons) Dmaj Survived complete in
2. it Dmaj a version for Flute, Violin & Basso plus 
thematic incipit3t it a(— Dmaj
,1:4 2 1. 2 Barytons IH
d -
c -
g1
g*
I A -
II G -
a
d* Gmaj Survived as copyist Ms
2. it III
e - 
c -
a*
a*
I A -
II G -
g
b Gmaj
Baryton II-bottom 
lower manual string 
tuned to G
3. tt X f*-II f*-
a*
g*
I A - 
II A -
b 
c1 Gmaj/min
1:1 3 1. (2 Barytons) - - Amaj Survived complete in
2. 11 — - Amaj a version for Flute, Violin and Basso
3. it - — Amaj
I
5 - 4 1. (2 Barytons) Dmaj Survived complete in
2. it _ — Dmaj/min a version for Flute, Violin and Basso 
Final e: Symphony 28, 
Trio
--------------------- -
3. it - - Dmaj/min
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HOBOKEN
NO. WORK MOVEMENT FORM
XII: 6 5. DUETTO 5t0PER IL 
PARITON
- *r
XII: 2 6. DUETT - -
XII: 19 z wJJlf cassation-
STUCKE Flk ZWEI 
BARYTONE UND BASS:
1.
2.
3.
4.
5.
6.
7.
8. 
9.
10.
11.
12.
ANDANTINO SYMMETRICAL BINARY FORM
ALLEGRETTO ROUNDED BINARY FORM
ADAGIO CANTA- 
BILE
ROUNDED BINARY FORM
ALLEGRO DI 
MOLTO
ROUNDED BINARY FORM
MENUET ROUNDED BINARY FORM
ADAGIO ROUNDED BINARY FORM
PRESTO ROUNDED BINARY FORM
POLONESE ROUNDED BINARY FORM
PRESTO RONDO FORM
LARGO ASYMMETRICAL BINARY FORM
MENUET UN POCO 
ALLEGRETTO
ROUNDED BINARY FORM
PRESTO ROUNDED BINARY FORM
X:9
DIVERTIMENTO,
PER 2 PARITON 
CON 2 CORNI
QUINTETTE F$R 
ZWEI HORNER, 
VIOLA & BASS:
1. DIVERTIMENTO/ 
QUINTETT01M0 
PER IL PARITON 
CON DUE CORNI, 
VIOLA E BASSO
X: 10 2. QUINTETT IN D 1.
2.
ADAGIO SONATA FORM
ALLEGRO SONATA FORM
3. MENUET UN POCO 
ALLEGRETTO AND 
TRIO
TERNARY FORM
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30KEN
10.
RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
1:6 5 . (2 Barytons) - - Gmaj Survived as thematic 
incipit only
Cs2 6 . (2 Barytons) - - Gmaj Survived as a thematic 
incipit only
Cs 19 1. 2 Barytons and 
Basso
e - a* No Amaj (0 1 7 6 5-6 )
2 . ti g - a*. No Amaj
3. it d - a« No Dmaj
4. tt e - a* No Amaj
5. M i p No Amaj
6 . II d - a* No Dmaj
7. II e - a* No Amaj
8 . II A - a* No Amaj
9. It e - a* No Dmaj
1 0. It e - a* No Amaj
1 1 . II a* No Amaj
1 2. tl e - a* No Amaj
(2 Barytons 
& 2 Horns)
- - Dmaj Survived as a thematic 
incipit only
::9 1. Baryton, 2 
Horns, Viola 
and Basso
- - Dmaj Survived as a thematic 
incipit only
10 2 1 . 2 Horns,Bary­
ton, Viola e 
Basso
e - dH No Dmaj
2 . L* No Dmaj
3. A - d" No Dmaj
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Haydn
HOBOKEN
NO. WORK MOVEMENT FORM
X:2
OKTETT$ FUR BARYTON 
ZWEI HORNER, ZWEI 
VIOLINEN, VIOLA, 
VIOLONCELLO UND 
VIOLONE
1.OKTETT IN D 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. (f i n a l e) ALLEGRO THEME & 6 VARIATIONS
X:5 2.OKTETT IN G 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. FINALE PRESTO RONDO FORM
X:3 3.OKTETT IN A 1. ADAGIO SONATA EXPOSITION
2. ALLEGRO SONATA FORM
3. FINALE ALLEGRETTO THEME & 5 VARIATIONS
Xs4 4.OKTETT IN G 1. MODERATO THEME & 5 VARIATIONS
2. ADAGIO SONATA FORM
3. (FINALE) TEMPO 
DI MENUET
RONDO FORM
X: 1 5.OKTETT IN D 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. (FINALE) PRESTO RONDO
X:6 6.OKTETT IN A 1. MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. FINALE (ALLEGRO) RONDO
Xs 12 7.OKTETT IN G 1. MODERATO SONATA FORM
2. ADAGIO SONATA EXPOSITION
3. (FINALE) PRESTO RONDO
I:No.1
No. 2 
No.3
BARYTON CONCERTOS 
No • 1 
No.2 
No.3
-
-
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Haydn
RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
X.2,1^ Baryton,2 horns — Dmaj Baryton part lost, re­
2.2 violins, violeL - ~  . Dmaj constructed from other parts
3.cello & violone - - Dmaj
Xs5,21> ii eft- a* No Gmaj Dated 1775
2. it d - a* No Gmaj
3. n d - a* No Gmaj
X:3,3i. ii e - a* No Amin Dated 1775
2. ti e - a* No Amaj
3. ti e - b* No Amaj
ii ffc- a* No Gmaj Baryton part lost, re­
2. it Bb- a * No Cmaj constructed from other parts
3. it b - af No Cmaj
Xjl’51. ii c - a* No Dmaj Dated 1775
2. it B - a* No Bmin Baryton part lost, re­
3. t B - a* No Dmaj
constructed from other 
parts
Baryton part lost, re­X:6,6 1 • tt e - a* No Amaj
2. ii d - a* No Amin constructed from other parts
3. n c - a* No Amaj
:12,7k tt d - b* No Gmaj Baryton part lost, re­
2. n ft- b ’ No Gmin
constructed from other 
parts
3. it d - a* No Gmaj
XIII:1.Baryton,2 Vlns 
e Basso
- - Dmaj 1770 - Lost
2. n — - Dmaj 1770 - Lost
3. 2 Barytons, 2 
Vlns e Basso
- - Dmaj 1770 - Lost
6k3
Haydn
HOBOKEN
NO, WORK MOVEMENT FORM
XXV: 2 DIVERTIMENTO BARYTON 
UND 2 VIOLINEN
1. ALLEGRO
2. MENUETTO AND TRIO
3. FINALE ADAGIO THEME & VARIATIONS
XXVI:1 DEUTSCHLANDS KLAGE 
AUF DEN TOD DES 
GROSSEN FRIEDRICHS 
BORUSSENS K8NIG
-
X:8 DIVERTIMENTO FUR 
BARYTON, VIOLA, 
VIOLONCELLO UND 
2 h Srn er
- -
XI:C1
BARYTON TRIOS
MODERATOit
XI:C2 it MODERATO —
XI:C3 tt ALLEGRO
SPIRITUOSO
-
XI :DI tt ADAGIO CANTABILE _
XI:D2 it ADAGIO
XI:A1 tt ALLEGRO ASSAI
XII:25 BARYTON DUO - -
6hh
Haydn
RANGE OF
SCORING UPPER
MANUAL
LOVER
MANUAL
KEY ADDITIONAL COMMENTS
V:2 1. Plano, Baryton _ Fmaj Published as a piano
2. and 2 violins - - Fmaj/Dmin trio only
3. - - Fmaj
1:1 Soprano, Baryton 
? and basso
- E^maj Voice and bass part 
only have survived
X:8 Baryton, Viola 
Violoncello,
2 Horns
- - Gmaj Duplicates XI:III, 
mvt. 1
I:C1 ? Cmaj \
C2 ? - — Cmaj
C3 ? - - Cmaj wrongly attributed = 
Tomasini Div. No.7
D1 ? - - Dmaj ^Survived as thematic 
[incipits only
D2 ? — — Dmaj
A1 ? - - Amaj J
1:25
i
Baryton and ? - - Dmaj Duplicates XI:114, 
mvt. 1
Has not been verified
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APPENDIX Kviii
A. NEUMANN - 24 DIVERTIMENTI PER IL PARITON CON VIOLA E BASSO
DIVERTIMENTO MOVEMENT FORM
DIVERTIMENTO 1 1. ANDANTINO AFFETTUOSO SONATA FORM
2. MENXJET AND TRIO TERNARY FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 2 1. ADAGIO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 3 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 4 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 5 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 6 1. ALLEGRO SONATA FORM
2. ADAGIO SONATA FORM '
3. ALLEGRO SONATA FORM
DIVERTIMENTO 7 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 8 1, ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 9 1. ALLEGRO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 10 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO UN POCO PRESTO
. -  . . . . . . . . .
SONATA FORM
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Neumann
RANGE OF i
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
1 1. Baryton, Viola A - a* A mm b Amaj
2, and Basso A - a* A - e Amaj lm used in Trio only
3. e - c f A - *4 Amaj
2 1. Baryton, Viola e - cit" A - d» Dmaj Baryton cadenza
2. and Basso d - b* A - a Dmaj
3. e - b* A - b Dmaj
3 1. Baryton, Viola e - b» A - b Dmaj
2. and Basso A - C^H A - b Amaj
3. f*- a* A - b Dmaj
4 1. Baryton, Viola A - A - d* Amaj
2. and Basso e - c$" A - b Dmaj
3. e - A - I# Amaj
5 1. Baryton, Viola e - b» A - d* Dmaj \
2. and Basso e - b* A - e Amaj
3. e - b* A d* Dmaj
6 1. Baryton, Viola e - b* A - b Dmaj
2. and Basso d - b* A - *4 Amaj
,3. e - bf A - a Dmaj
7 1 . Baryton, Viola e - b» A - d* Dmaj
2. and Basso f+- c ** A - a Gmaj
3. e - b* A - a Dmaj
8 1. Baryton, Viola e - b« A - df Dmaj
2. and Basso e - a* A - *4 Amaj
3. e - a* A - d* Dmaj
9 1 . Baryton, Viola e - a* A - d* Dmaj
2. and Basso e - g' A - b Amaj
3- d - g' A - d* Dmaj
10 1 . Baryton, Viola e - a* A - b Amaj
2. and Basso e - b* A - b Dmaj
3. e - A - Amaj
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Neumann
DIVERTIMENTO MOVEMENT FORM
DIVERTIMENTO 11 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 12 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 13 1. ALLEGRO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 14 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 13 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 16 1. ALLEGRO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 17 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
4. ALLEGRO SONATA FORM
DIVERTIMENTO 18 1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
k• ALLEGRO SONATA FORM
DIVERTIMENTO 19 1. ADAGIO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. ALLEGRO SONATA FORM
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Neumann
RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
11 1. Baryton, Viola e - a* A _ 4 Amaj
2. and Basso e - g* A - a Dmaj
3. e - g* A - d* Amaj/Dmaj
12 1. Baryton, Viola e - b* A - b Dmaj
2. and Basso e - c” A - Amaj Incorporates 2 cadenzas
3. f*- g* A - d» Dmaj
13 1. Baryton, Viola e - b» A - g* Dmaj
2. and Basso e - c4* A - Amaj
3. e - b* A - a Dmaj
14 1. Baryton, Viola d - b* A - d* Dmaj
2. and Basso d - g#' A - f* Amaj
3. g&- g* A - a Dmaj
15 1. Baryton, Viola e - a* A - d* Dmaj
2. and Basso d - a* A - g Gmaj
3. e - g* A - a Dmaj
16 1. Baryton, Viola e - b» A - d* Dmaj
2. and Basso e - a* A - £* Amaj Incorporates a cadenza
3. g* A - g Dmaj/Gmaj
17 1. Baryton, Viola d - g* G - c * Gmaj 1m bottom string tuned
to G
2. and Basso £*- gf G - a Gmin Rare minor key move­
ment
3. d - g* G g Gmaj
4. d - g* G - g Gmaj
18 1. Baryton, Viola d - a* G - d Gmaj lm bottom string tuned 
to G
2. and Basso e - g* G - ■g Gmaj
3. *#- b» G - d Gmaj/min
4. g* G - g Gmaj
19 1. Baryton, Viola f*- b* G - g Gmaj lm bottom string tuned 
to G
2. and Basso g* G - b Gmaj
3. e - a* I
G - a Gmaj
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Neumann
DIVERTIMENTO MOVEMENT FORM
DIVERTIMENTO 20 1. ADAGIO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. POLONEESE AND TRIO TERNARY FORM
4. ALLEGRO SONATA FORM
DIVERTIMENTO 21 1. ADAGIO SONATA FORM
2. MENUETTO AND TRIO TERNARY FORM
3. POLONEESE AND TRIO TERNARY FORM
k. ALLEGRO SONATA FORM
DIVERTIMENTO 22 1. ADAGIO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. POLONEESE AND TRIO TERNARY FORM
k. ALLEGRO SONATA FORM
DIVERTIMENTO 23 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
DIVERTIMENTO 2k 1. ADAGIO SONATA FORM
2. MENUETTO AND TRIO TERNARY FORM
3. ALLEGRO SONATA FORM
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Neumann
RANGE OF
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
20 1. Baryton, Viola 4 - Ex G - g Gmaj lm
to
bottom string tuned 
G
2. and Basso g' G - b Gmaj
3. d - a* G - g Gmaj
4. d - b* G — b Gmaj
21 1. Baryton, Viola S - a* G - b Gmaj lm
to
bottom string timed 
G
2. and Basso f#- g* G - e Gmaj
3. G - g* G - d Gmaj
4. £#- b» G - b Gmaj
22 1. Baryton, Viola G - a* G - g Gmaj lm
to
bottom string timed 
G
2. and Basso g* G - b Gmaj/
min
3- d - g* G - d Gmaj
4. e - g* G - a Gmaj
23 1. Baryton, Viola d - c" G - b Gmaj lm
to
bottom string timed 
G
2. and Basso d - c” G - a Gmaj
3. e - g* G - b Gmaj
24 1 . Baryton, Viola d - c" G - b Gmaj lm
to
bottom string tuned 
G
2. and Basso **- b* G - g Gmaj Trio - baryton solo
3. d - c” G - b Gmaj
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APPENDIX Kix)
LUIGI TOMAS INI - 2k DIVERTIMENTI A THE PER IL PARIDON,
VIOLINO E VIOLONCELLO
DIVERTIMENTO MOVEMENT FORM
DIVERTIMENTO 1 1. ALLEGRO MODERATO SONATA FORM
2. MENUET AND TRIO TERNARY FORM
3. RONDO RONDO FORM
DIVERTIMENTO 2 1. ALLEGRO SONATA FORM
2. ADAGIO TERNARY FORM
3. RONDO RONDO FORM
DIVERTIMENTO 3 1. ALLEGRO MODERATO SONATA FORM
2. ALLEGRETTO TERNARY FORM
3. ALLEGRO SONATA FORM
DIVERTIMENTO 4 1. ALLEGRO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRO TERNARY FORM
DIVERTIMENTO 5 1. ALLEGRO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRO TERNARY FORM
DIVERTIMENTO 6 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. FINALE TERNARY FORM
DIVERTIMENTO 7 1. ALLEGRO SPIRITOSO SONATA FORM
2. MINUETTO AND TRIO TERNARY FORM
3. RONDO RONDO FORM
DIVERTIMENTO 8 1. ALLEGRO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRO MOLTO SONATA FORM
DIVERTIMENTO 9 1. ALLEGRO MODERATO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. FINALE TERNARY FORM
DIVERTIMENTO 10 1. ALLEGRO MODERATO SONATA FORM
2. MENUETTO AND TRIO TERNARY FORM
3. ALLEGRO SONATA FORM
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Tomasini
j
RANGE OP |
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
1 • 1. Baryton,Violin d _ a* No Gmaj
2 . and Cello e.■ - a* No Gmaj/min
3. c a* No Gmaj
2 1 . Baryton,Violin e — a* No Dmaj
2 . and Cello e - b* No Dmaj
3. d — a* No Dmaj/Gmaj
3 1. Baryton,Violin A — a* No Amaj
2 . and Cello e - a* No Amaj/min
3. e - a* No Amaj
h 1 . Baryton,Violin d - b* No Gmaj;
2 . and Cello d - a* No Cmaj
3. e - a* No Cmaj/Amin Song form and trio
5 1. Baryton,Violin A — a* No Dmaj
2. and Cello e - a* No Dmaj Siciliano type mvt.
3. a - a f No Dmaj/min Song form and trio
6 1. Baryton,Violin A - b* No Amaj
0 and Cello e - a* No Amaj
V - — ... . d — a* No Amaj/min Song form and trio
7 1. Baryton,Viola d - b* No Cmaj Wrongly attributed to 
Haydn as XI:C3
2. and Cello e — a* No Cmaj/Fmaj
3. d - a1 No Cmaj/Amin/ 
Gmaj
8 1 . Baryton,Viola d - b» No Dmaj
j
2. and Cello e - b* No Gmaj 1
3. d - a* No Dmaj
9 1 . Baryton, Viola c — a* No Amaj
2. and Cello e - a* No Amaj
3. e — a* No Amaj/Amin
10 1 . Baryton, Viola d - b* No Gmaj
2. and Cello d - a* No Gmaj/Cmaj
3. e - a* No Gmaj
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Tomasini
DIVERTIMENTO MOVEMENT FORM
DIVERTIMENTO 11 1. ALLEGRO SPIRITOSO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRETTO TERNARY FORM
DIVERTIMENTO 12 1. ALLEGRO SPIRITOSO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRETTO TERNARY FORM
DIVERTIMENTO 13 1. SPIRITOSO SONATA FORM
2. MENUETTO AND TRIO TERNARY FORM
3. PRESTO RONDO FORM
DIVERTIMENTO 14 1. ALLEGRO MODERATO SONATA FORM
2. ANDANTE THROUGH COMPOSED
3. MODERATO RONDO FORM
DIVERTIMENTO 13 1. MAESTOSO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRETTO MA NON 
TROPPO
RONDO FORM
DIVERTIMENTO 16 1. ALLEGRO SPIRITOSO SONATA FORM
2. ANDANTE TERNARY FORM
3. ALLEGRO RONDO FORM
DIVERTIMENTO 17 1. ALLEGRO SONATA FORM
2. ADAGIO SONATA FORM
3. AMOROSO TERNARY FORM
DIVERTIMENTO 18 1. ALLEGRO SONATA FORM
2. ANDANTE THROUGH COMPOSED
3. ALLEGRETTO RONDO FORM
DIVERTIMENTO 19 1. ALLEGRO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRETTO RONDO FORM
DIVERTIMENTO 20 1. SPIRITOSO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. ALLEGRETTO RONDO FORM
Tomasini
RANGE OP
........ . .........  r
SCORING UPPER
MANUAL
LOWER
MANUAL
KEY ADDITIONAL COMMENTS
11 1. Baryton, Viola e - a* No Amaj
2. and Basso e - b* No Amaj
3. e - a* No Amaj/p^: min Rondo in ternary form
12 1 . Baryton, Viola e - b f No Gmaj •
2* and Basso e - b« No Gmaj
3. f#- b« No Gmaj/min Song form and trio
13 1 . Baryton, Violin e - a* No Amaj Arr. as Trio in BV> 
in Gesellschaft der 
Musikfreunde
2. and Basso e - a* No Amaj/rain
3. e - a* No Amaj
14 1, Baryton, Violin e - a* No Cmaj
2. and Basso e - a* No Gmaj
3. e - a* No Cmaj
15 1 . Baryton, Violin e - a* No Gmaj
2. and Basso f#- at No Gmaj
3. a» No Gmaj
16 1. Baryton, Violin e - d” No Dmaj
2, and Basso f&- a» No Amaj/min
3. e - a1 No Dmaj/Amaj
17 1. Baryton, Violin f - at No Fmaj
2. and Basso d - at No Cmaj
3. e - a1 No Fmaj/Cmaj
18 1 . Baryton, Violin e - a1 No Amaj
2, and Basso e - a1 No Amin
3. fit- a' No Amaj/Dmaj
19 1 . Baryton, Violin e - a1 No Cmaj
2. and Basso d - af No Gmaj
3. e - a 1 No Cmaj/Gmaj/ 
Emin
20 1 . Baryton, Violin a* No Gmaj
2. and Basso e - a1 No Cmaj
3. a' ‘ No Gmaj/Cmaj
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DIVERTIMENTO • MOVEMENT FORM
DIVERTIMENTO 21 1. ALLEGRO SONATA FORM
2. ALLEGRETTO TERNARY FORM
3. ALLEGRO RONDO FORM
DIVERTIMENTO 22 1. ALLEGRO MOLTO SONATA FORM
2. ADAGIO THROUGH COMPOSED
3. RONDO RONDO FORM *.
DIVERTIMENTO 23 1. ALLEGRO SPIRITOSO SONATA FORM
2. ANDANTE THROUGH COMPOSED
3. ALLEGRETTO RONDO FORM
DIVERTIMENTO 2k 1. ALLEGRO SPIRITOSO SONATA FORM
2. ANDANTE THROUGH COMPOSED
3. FINALE SONATA FORM
DIVERTIMENTO
NOCTURNO
1. ADAGIO SONATA FORM
2. ALLEGRO SONATA FORM
3. MENUET AND TRIO TERNARY FORM
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SCORING
RANGE OF
KEY ADDITIONAL COMMENTSUPPER
MANUAL
LOWER
MANUAL
21 1. 
2.
Baryton, Violin 
and Basso
e - a* No Amaj
Has minor key trio
gjjr a* No Amaj/min
3. e - a* No Amaj/min
22 1 . 
2. 
3.
Baryton, Violin 
and Basso
djfc- a' No Emin
a* No Gmaj
d - a* No Emin/Cmaj 
/Gmaj
23 1. 
2. 
3.
Baryton, Violin 
and Basso
e - a* No Fmaj
g - a* No Cmaj
e - a* No Fmaj/Cmaj
/Bbraaj
24 1. 
2. 
3.
Baryton, Violin 
and Basso
cfr- a* No Dmaj
e - a* No Amaj
e - a* No Dmaj
DIV. 1.
n o c t .2
3.
Baryton, Viola 
and Violone
A - a» No Dmaj
A - a* No Dmaj
A - a» No Dmaj/Dmin
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APPENDIX Kx
VINZENZO HAUSCHKA - VI CANZONETTI ITALIANI AND V NOTTURNI
WORK TEMPO INDICATION FORM
CANZONETTA I MODERATO TERNARY FORM
CANZONETTA II ANDANTE TERNARY FORM
CANZONETTA III ALLEGRETTO TERNARY FORM
CANZONETTA IV ANDANTE TRIPARTITE STRUCTURE
CANZONETTA V ADAGIO TRIPARTITE STRUCTURE
CANZONETTA VI ANDANTE TERNARY FORM
NOTTURNO I ANDANTE TERNARY FORM
NOTTURNO II ANDANTE TERNARY FORM
NOTTURNO III ALLEGRETTO A B C D
NOTTURNO IV ANDANTE TERNARY FORM
NOTTURNO V ALLEGRETTO A B A B
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SCORING
RANGE OF
I
TEXT & ADDITIONAL 
COMMENTSUPPERMANUAL
LOWER
MANUAL
KEY
CANZONETTA:
I
II
III
IV
V
VI
Voice & Baryton G - g* C - A 'Cmajor 2 verses
u G - C - d Fmajor 2 verses
tt c - b 1 D - d Dmajor 3 verses
t c - g* C - d Gmajor 3 verses
t A - i 1 D - d Aminor 3 verses
t G - g» C - c Fmajor 2 verses
NOTTURNO:
I
II
III
IV
V
3 Voices,Guitar C - b« C - d Cmajor 2 verses
and Baryton G - dM C - d Fmajor 2 verses
t C - a* C - d Cmajor k verses• Coda 
based on B. 3 time 
signature changes
tt Tii<1 C - c Fmajor 2 verses
t d - b* C - g Gmajor 2 verses
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APPENDIX Li
TABLATURES OF THE ACADEMY OF SCIENCES OF THE USSR
TUNING OF UPPER 
MANUAL
TUNING OF LOWER MANUAL
PITCHES DEMANDED 
BY KEY SIGNATURE
ACCIDENTALS 
IN ADDITION KEY
I B F& B d b d» F& , c& Afc B minor
153 B d b d* F& , ct B;ja±nDr
E l n B d f* b d* Ffc , c* Aft B minor
m ** B d f%  b d* H  , c£ A* B minor
1596 f* B e g b d* F*: _ G major
m B d ft b d» Ffc , c* .. B minor
I 6 o 3 F A d I a d* Bb Ft D minor
13 F A d f a d» Bb _ D minor
1 £ul F A d f a d* Bb _ D minor
M - - — —
I6 2bil F#r B d ft b d* Fit , Ct _ B minor
I6 2biij G c eb g bb d» Bb , Eb _ Bbmajor
!63bi F Bb d f bb d* Bb , Eb — Bbmajor
l63bii F Bb d f bb d* Bb , Eb _ G minor
64 i F Bb d f bb d* Bb , Eb — Bbmajor
l64ii F Bb d f bb d» Bb , Eb — G minor
164bil F A d f a d* Bb a. D minor
l64biil F A d f a d* Bb Ci , Bl*..... D minor
16 5H F A d f a d* Bb D minor
6.513 F A d f a d« Bb D minor
sm G c eb € bb d* Bb , Eb — Bbmajor
122.61 F| B d f* b d* F* , ct _ B minor
|78b Fj, B d ft b d* Fi , Ct Ft) , At B minor
EXS H B d ±* b d» Fi , C* - B minor
119 F Bb d I bb d» Bb , Eb — Bbmajor
184b F Bb d f bb d* Bb , Eb — Bb major
91b F Bb d f bb d* Bb , Eb - Bbmajor
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APPENDIX L i i
KASSEL COLLECTION OF BARYTON TABLATURES
FOLIO TUNING OF UPPER MANUAL
ADDITIONAL
MANUAL
ACCIDENTALS
TUNING OF LOWER MANUAL
.KEY
PITCHES 
DEMANDED 
BY KEY 
SIGNATURE
ACCIDENTALS 
IN ADDITION
7a D A d £ a d* Bb Bt, F major
8a: 1 D A d £ a d* - Bfe BN , D minor
8a: 2 D A d £ a d* — Bh Cfc- C major
8b: 1 D A id £ a d* - c* , & D minor
8b: 2 D A d £ a d* — — _ D minor
9a D A d £ a d« - B |7 — D minor
9b: 1 D A d £ a d* - - - D minor
9b: 2 D A d £ a d* - - - D minor
10b: 1 D A d £ a d* - Bb q* , Fl D minor
10b: 2 D A d £ a d* — - n  , g4 n minor
11a: 1 D A d £ a d* — Bb F major
11b: 1 D A d £ a d* - Bb F major
11b: 2 D A d £ a d* — Bb F major
12a D A d £ a d» Bb Bb Bb,C%F*,Gtt D minor
13a D A d £ a d» Bb Bb c+ , Bh F major
13b: 1 D A d £ a d» Bb Bb B*J D minor
13b: 2 D A d £ a d* - - Cit. D minor
14a D A d £ a d* - — ok D minor
14b D A d £ a d» - B b - D minor
15a: 1 D A d £ a d* — Bb - D minor
15a: 2 D A d £ a d» — — — D minor
15b: 1 D A d £ a d* — BN Ck A minor
15b: 2 D A d £ a d* — Ok A minor
16a D A d £ a d» — — — A minor
16b: 1 D A d £ a d» - Bt) A^ f- , A minor
l6b:2 D A d £ a d« - Bt} - A minor
17a D A d £ a d* - B4 _ - A minor
17b: 1 FfcB d f*a c*» - f4  , c# A4b B minor
17b: 2 F^B ,d ffca c^« - f4- , cf - B minor
18a: 1 F^B d f#a - F# , c# A B minor
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FOLIO TUNING OF UPPER MANUAL
ADDITIONAL
MANUAL
ACCIDENTALS
TUNING of lower manual
KEY
PITCHES 
DEMANDED 
BY KEY 
SIGNATURE
ACCIDENTALS 
IN ADDITION
18a: 2 F&B d ffca eft* . Fft , Cft Aft D major
19b: 1 FftB d ffta eft* - Fft, c  f t B minor
19b: 2 FftB d ffta eft* — Fft-, Cft — B minor
20a D A d f a d* - Bb — F major
20b - — _ —
21a: 1 - - — — —
21a: 2 - - - — -
21b D A d f a d* - - - D minor
22a - - - - -
2 3a FftA d f%a d* - Aft D major
23b :1 FftA d fj^ a d« — F£,C£,Bt, — D major
2 3b: 2 FfcA d ffra d* - Fft.C^ .Bl, G* D major
24a: 1 F H  d ffca d» — F^,C*,Bl, G|= D major
24a: 2 FftA d ffta d« - F^Cft.Bl, G^ D major
24b :1 Fit A d ffca d* — F#-,C£,B^ - D major
24b: 2 FftA d ffta d* - Fj^C^Bfc, — D major
2 5a: 1 FftB d ffta d» - F* , C* — D major
2 5a: 2 FftB d ifta d* - F^C^.Bt, g £ D major
26a FftB d ffta d* - H  . c*. — D major
2 6b: 1 D A d f a d* _ i D minor
26b: 2 D A d f* a d* _ Bb «• D minor
27a D A d t a d* _ Mat A minor
27b: 1 D A d f a d* — • Fft D minor
27b: 2 D A d f* a d* _ Bb _ D minor
28b D A d f a d* — _ — D minor
2 9a D A d f a d« Bb Ffor , GJb D minor
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J . G .  KRAUSE -  IX  PARTIEN AUF D IE  VIO LA PARADON
1
TUNING OF 
UPPER MANUAL
TUNING OF LOWER MANUAL
KEYPIECE
PITCHES 
DEMANDED 
BY KEY 
SIGNATURE
ACCIDENTALS 
IN ADDITION
PARTIE I A d  f a d*f* C£ D minor
PARTIE II A d fja d*f» F^ c^,b^,g£ D major
PARTIE III A d f a d*f* - 0%, Btj F major
PARTIE IV A d £ a d*f*» Eb Btt . B^major
PARTIE V A d f a d*f* Ab,Efe Bh C minor
PARTIE VI A d f a d*T» - Bfc, C major
PARTIE VII A d f a d*f» - G major
PARTIE VIIIA A d f a d*f*
- A minor
PARTIE VIIII A d t a d*f * Ab,Eb Db Ebniajor
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APPENDIX Mi
TRANSLATION OF THE GERMAN INTRODUCTION TO:
J. G. KRAUSE - IX PARTIEN AUF DIE VIOLA PARADON
PAGE 1 - Title Page
IX Partitas/ for Viola Paradon (Baryton)/ in different 
keys/ composed in the easiest and most comfortable manner/ 
and by request of noble/ amateurs of this instrument/ set 
out in print/ by Joh. Georg. Krause/ His Princely Highness 
of Oelsse Bernst/ Court Musician and organist in/ Gros 
Weigelsdorff.
PAGE 2 - Dedication
To the most serene Prince/ and Lord./ Duke Christian Ulrich 
of the Dukedom/ of Wurtenberg and Teck, also in Silesia/ 
and also of Bernstadt, Court of Mompelgarth,/ Lord of 
Heydenheimb Sternberg and Nieder/ Zibohr,/ To His High 
Princely Serenity,/ my Gracious Prince/ and Lord.
PAGES 3 to 5 - Introduction 
Gracious Reader
As I have been encouraged to write this little musical 
treatise for amateurs and beginners of the baryton and to 
put it in print, I have avoided all difficulties which 
could impede the desire of such beginners to pursue this 
musical endeavour. This instrument if at present unusual 
and unknown to many. I have endeavoured to include the 
necessary information, firstly what refers to the tuning 
of the instrument. Thus the basic tuning which is used in 
this work for the upper manual, or viola da gamba, is like 
that of the lute, namely A d f a d* f*, this tuning is 
rarely changed by more than a tone or semitone in the middle 
or lower strings but the upper strings always retain their 
temperament and the lower strings are tuned from them, as 
on the lute. As regards the lower manual of the instrument
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this has been strung with 1 6, 18 or even 20 wire strings.
The most comfortable are those with 18 strings which I 
have used myself and for which X have composed the follow­
ing pieces. The lowest and deepest string, which lies 
against the right hand, is C, then C^rthen as the numbers 
indicate as follows:
c$* kfc* a g^ r fft e d# C&
d* c * b a g • f e ■ d C
p  1 $2 2 3 /  4 ^ 5  5/^6 6 # 7  8 ^ 9  9
The strings e and a are doubled for to get a good and
ab it is best to tune the e and a down, this will be not­
ated with given symbols before the piece begins. The high­
est d# may be tuned up to e as will be seen in the follow­
ing pieces.
As far as the playing technique is concerned the beginner 
must at all times sit as freely as possible on a chair or 
stool, with his legs over the edge of it and his body up­
right. He must hold the instrument firmly between well out­
stretched thighs so that the knees do not get in the way.
The other thing is that he must move the bow in the right 
hand with a well outstretched arm, very freely, so that the 
upper instrument, or Viola da Gamba, can be played sweetly.
As far as the other manual or lower instrument is concerned 
the left hand must not be placed too firmly so that one can 
accommodate, with agility, both instruments. The strings 
of the manual have to be plucked by the left thunb with 
moderation because by playing too strongly one produces 
hum and unpleasant noises, especially where one has no 
proper damping as in harp playing and when one or more 
strings are played then the thumb must always rest on the 
next highest string and not be moved until necessary, other­
wise one will never have a secure left hand technique. It 
is also to be noted that the numbers which are underneath 
the letters in the tablature must not be played at the same 
time but rather the bars should alternate with the upper 
parts in so far as this is pleasing to the ear.
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Since earlier I was thinking of lutes I will now show the 
gracious amateur another table from which may be seen with 
what little effort these and other pieces for baryton can 
be played on the lute. For a good lutenist will soon dis­
cover that this tablature, which I use in this work is 
identified with the usual lute tablature apart for the 
symbols with which the bass notes are indicated. There is 
therefore no need to point out here that the numbers of 
the baryton notation are interchangeable with the lute 
basses which are indicated by letters and strokes which 
the following table shows by giving, instead of the figure, 
the corresponding lute letter:
.     : . ....    ~~  ....
b a
v, vV , b a / f a * a / / a
1 > & 2  2  #3  5  6 / / 7 J & / / 9
X have to state that these pieces are not intended for the 
lute but for the baryton. Whether they are successful on 
the lute or even more easily performed on it than on the 
baryton X leave to the experienced lutenist to decide. I 
know from my own experience that the baryton when it is 
played together with lute or in alternation with it, pro­
duces great pleasure for music loving listeners. I am 
further prepared, should there be amateurs interested in 
this work to bring out in future several pieces for the 
baryton with violin and continuo, thus to prove that I am, 
to all music lovers, devoted to their service.
Joh. Georg Krause
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APPENDIX Mil
J. G. KRAUSE : IX PARTIBN AUB DIE VIOLA PARADON
A transcription of the section of the introduction 
discussing tlie tuning
Pflege auf dem obern Instrument oder Viola di Gamba, vie 
man Insgemein/eine Lauten zu Stimmen pfleget nehmlich: 
f d a f d A und dieser accord vird gar selten in/einer 
mittel oder untern Saiten umb einen ton oder semitonium 
verandert: Die obersten Saiten aber/bleiben allezeit in 
ihrem Temperament, wornach denn die andern untersten 
Accordiret werden vief aufT der/Lauten. Belangende das 
Manual oder Unter Instrument, so Haben tbeils solches mit 
16, theils mit 18, andere/mit 20. Drat-Saiten Bezogen; 
die Bequemste Arth aber sind mit 18. Saiten velcher 
Lessten Arth ich mich/auch Bisher Bedienet und Darauss 
folgende structe gesesst habe. Die unterste und Tiefsste
Saite so Gegen/der Rechten hand Liegt Giebet C, die nechst
Darauss folgende aber ¥elche Gleich Denen Andern Semitonen/ 
etvas tiefTer Lieget Giebet Cis, und so ¥erden diese 
Saiten immer Gradatim von einem Clavi zu dem/andem Gestimmet 
und mit Gevissen Ziffera Angedeutet vie hier zu sehen:
d  iS  gtS h____________5 ;_________________________*f >S___________________  <k »S_______C_is_______________________
d c b < = ^  g .f £ £ Q
% \  I m  2 3  3  / /  4 . * 5  S * 6  6 //  ?• * 8  8  * 9  9
Die Claves e und a Bleiben zu Besserer Bequemligkeit ver- 
doppelt stehen vann aber in vorgesesstem Stuck/dis oder as 
von Rothen werden sie als denn Berunter Galassen velches 
allemahl vor dem Stucke durch Gevisse Ziffern und Buch- 
staben angedeutet vird.
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APPENDIX Mill
A transcription of the section of the introduction to the
above manuscript discussing modifications of notation
Und veil ich oben ben/angeigter Stimmung der Lauten 
gedacht mil ich dem Gunstigen Liebhaber hier noch ein 
Tabellchen/zeigen auss velchem zu sehen vie mit gar 
Geringer Muhe diese und andere Viol Paradon Sachen auss 
die lauten zubringen; vie denn ein gutter Lautenist gar 
bald Befinden und zugestehen vird dass diese Tabulatur, 
der ich nich hierinnen gebrauche der Gevohnlichen Lauten- 
Tabulatur, ausser denen Signaturen vomit/die Basse be- 
zeichnet verden ganss Gleiche ist: Und ist also nichts
allhier anzuzeigen als vie die ZifTern der/Viol Paradon 
mit den Lauten Bassen velche durch Buchstaben und Strichel 
Bedeutet verden zuvervechseiln/sind. Welches iolgende 
Tabell, vorinnen 'allemahl statt der Ziffer der Daruber- 
stehende Lauten Buchstabe/gessefset vird Zeiget*
t> CX ft CK H  <x / /  ev
#) I 2 X 3  &  S  S' %  6 6 //? // 8 // 9
Eines aber vil ich mir vorbehalten nehmlich dass diese 
Sachen night auss die Lauten Sondern auss die/Viol Paradon 
gesefst sind.
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APPENDIX P
THE BARYTON IN THE NINETEENTH AND TWENTIETH CENTURIES
Prom its birth. cl6 0 0 , through the peak of its development 
and to its role as ,!King of Instruments, Instrument of 
Kings’1 *, the baryton enjoyed continuous, if discrete, 
popularity. However, as a result of the waning interest 
of Prince Nicholas Esterhazy in the baryton, the instru­
ment gradually fell into disuse at the beginning of the 
nineteenth century.
This may well have remained the position if it had not 
been for Felix Battanchon * (1814-1893)* Born in Paris, 
where he later studied under Vaslin and Norblin, Battanchon 
became a virtuoso baryton player. During the period 1846-7 
he endeavoured to popularise the instrument but was unable 
to awaken more than a passing interest.
Interest in the baryton did not disappear completely for
isolated barytons have survived from the late nineteenth
and early twentieth century. The baryton owned by the
3 #
Boston Museum of Fine Arts deserves special mention.
Its label reads:
ADOLPHE GUTCHE 
LAUTEN UND GEIGENMACHER 
IN BERLIN
This is undoubtedly the Adolphe Gutche identified by
4.Grexlsamer when he states that the divertimenti attrib­
uted to Neumann and Burgksteiner are owned by Adolphe 
Gutche of Berlin, an instrument maker who takes part in a 
little group performing old music on authentic instruments 
among which is the baryton. These same trios were later 
owned by G.Gutsche (Berlin concert master) from whose estate
1.L.Greilsamer - Le Baryton du Prince Esterhazy.
SIM. RMM. I. No.1 (1910) p.45-56
2.E.S. van der STRAETEN: History of the Violoncello, the
Viola da Gamba, Their Precursors and Collateral Instru­
ments 1913 P*529
3.Catalogue of Extant Barytons No.23
4.Lucien Greilsamer - Le Baryton du Prince Esterhazy
SIM. RMM. I. No.1 (1910) p.45-56
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they were purchased by Daniel Frykland. They became the 
property of the Musikhistoriska Museet, Stockholm on the 
death of Frykland. In more recent years (29th November, 
1953 and 10th November 1957) these works have been per­
formed in the museums concert series using barytons from 
the Claudius Collection.
Further evidence to indicate that a tradition of baryton 
playing continued during the late nineteenth and early
5 •twentieth century takes the form of a baryton by Kliment 
(1873), an anonymous baryton of the late nineteenth cen­
tury and two anonymous barytons of the early twentieth 
century.
The renewal of interest in early music in the latter half
of the twentieth century was a further impulse for the
revival of the baryton. In recent times performances have
been given by the hungarian baryton player Janos Liebner
1 6 .playing upon modern instruments by Max Samaan of Dresden. 
In 1959, on the one hundred and fiftieth anniversary of 
Haydn’s death he played Haydn baryton works at the Ester­
hazy castle at Fert8d. His career has been outstandingly 
successful as the many newspaper reports show. This is 
partly due to the revival of interest in old music and 
the desire to play it on original instruments.
In 1973 the Esterhazy Baryton Trio was formed in London,
giving its first concert at Fenton House, Hampstead. The
. 7 •trio then comprised Riki Gerardy - baryton, Csaba Erdelyi 
- viola and Jonathan Williams - cello. The baryton usedg
at the concert debut was one by Colin Irvine, 1973* * Since 
that date the trio have performed with wide critical ac­
claim in London and several European countries, both in
5. Catalogue of Extant Barytons Nos. 2 k - 27
6. Catalogue of Extant Barytons Nos. 28 - 31
7. Succeeded by Roger Chase.
8. Catalogue of Extant Barytons No. 33
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major Festivals and on TV and Radio. They have also re-
g
corded many of the Haydn Trios.
The success of Janos Liebner and the Esterhazy Baryton Trio 
have encouraged contemporary composers to write works for 
the baryton. The following list is representative of those 
works written for the baryton but may not be comprehensive 
due to the fact that the present is now part of that same 
revival.
CONTEMPORARY BARYTON WORKS
Ferenc Farkas All* Antica, Sonata for baryton 
and cembalo (1962)
Ferenc Farkas - Concertino for baryton and strings 
(1964)
Henri Tomasi - Troubadours pour baryton solo
(1967)
Ferenc Farkas — 5 Troubadour songs for baryton 
and soprano (1968)
Clive Muncaster - Five Songs from the ’'Hidden Years" 
(1968)
Manfred Grabs — Sonatina for baryton and harpsi­
chord (1968)
Ferenc Farkas - Partita Cinquecentesca for baryton 
solo (1970)
Erich Eder de Lastra - Miniaturen for baryton solo (1973)
Erich Eder de Lastra - Meditation for baryton solo (1974)
Fridolin Dallinger - Sonatine fur baryton und cembalo 
(1974)
Heinrich Gattermeyer - Sonata for baryton solo (1975)
Melanie Daiken - Cielo Vivo (1975)
Stephen Dodgson - Baryton Trio (1975)
John Rose - Chikari for baryton (1976)
Giles Swayne - Freewheeling for baryton trio (1980)
9. Haydn Baryton Trios: Nos. 43* 48, 70, 71* 85, 96, 97* 109,
113, 117, and 121. HMV. SLS. 5095
Haydn Baryton Trios: Nos. 63, 64, 82, 87, 88, 107 and 110.
HMV. I-IQS. 1424
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